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LISZT’S “CONSOLATIONS.” 
By Fr. NIECKS. 


THERE are those who say that Liszt had no creative 
power, and that little as his works are played they are 
played far too much ; on the other hand, there are those 
who maintain that he was one of the greatest composers, 
and that his works will sooner or later receive the re- 
cognition due to them. It is not my intention to grapple 
on this occasion with the problems of Liszt’s character as 
aman and a musician ; subtle investigations and fierce 
polemics are unsuitable work in the month of August. 
Moreover, is not genius undemonstrable, must it not 
reveal itself, and does it not always do so if it gets free 
and fair play? Here, however, is the rub; and it is here 
that outside assistance is possible and desirable. 

The subject of the present remarks is Liszt’s “ Con- 
solations pour le piano.” Consolations may be written 
for the consolation of the author and for the consolation 
of others. The latter, however, cannot be successfully 
accomplished without the former ; for nothing stands so 
much in need of sincerity as consolation, nowhere is 
insincerity more easily detected. 

The influence of music on the mind and through the 
mind on the body has been acknowledged with more or 
less force ana universality at all times—by ancient philo- 
sophers and modern novelists, by physicians of remote 
ages and medical writers of yesterday. The books deal- 
ing with the curative power of music are very numerous, 
and their titles often curious. I must mention at least a 
few: Adam Brendel’s De curatione morborum per car- 
mina et cantus musicos (1706); Richard Browne’s Meai- 
cina Musica: or a mechanical Essay on the Effects of 
Singing, M1sick, and Dancing, on human Bodies (second 
edition 1729); F. N. Marquet’s Nouvelle Méthode facile 
et curieuse pour connoitre le pouls par les notes de la 
Musique. Seconde Edition, augmentée de plusieurs obser-, 
vations et réflexions critiques, et d'une Dissertation en 
Jorme de these sur cette Méthode; dun mémoire sur la 
maniere de guérir la»mélancholie par la Musique, et de 
Péloge historique de Mr. Marquet; par M. M. Pierre 
Joseph Buchoz (1769); and the anonymous Preuve de 
Peffiicacité de la musique contre les Convulsions (1780) ; 
and R-flections on Ancient and Modern Musick, with the | 
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application to the cure of diseases, to which is subjoined 
an essay to solve the question, wherein consisted the 
difference of antient Musick from that of modern time 
(1749): 1, Shewing the origin of musick and how it 
affects the mind; 2, Of the operation of musick on the 
bodily organs; 3, Of the power of musick in disorders 
of the mind; 4, Concerning musick in the cure of 
diseases, compound affections of the body and mind; 5, 
Of the retardation of old age by the application of musice, 
&c. Burton, in his Anatomy of Melancholy—Patrtition 2 
(The cure of Melancholy), Section 2, Member 6, Subject 2 
(Music a remedy)—writes as follows: “ Many and sundry 
are the means which philosophers and physicians have 
prescribed to exhilarate a sorrowful heart, to divert those 
fixed and intent cares and meditations, which in this 
malady so much offend; but in my judgment none so 
present, none so powerful, none so apposite as a cup of 
strong drink, mirth, music, and merry company.” And 
then he proceeds to quote a multitude of authorities, 
some of whose sayings I cannot resist repeating as given 
by the learned author. “A most forcible medicine 
Jacchinus calls it [music}: Jason Pratensis, ‘a most 
admirable thing, and worthy of consideration, that 
can so mollify the mind, and stay those tempestuous 
affections of it’ Musica est mentis medicina maestae, a 
roaring-meg against melancholy to rear and revive the 
languishing soul; ‘affecting not only the ears, but the 
very arteries, the vital and animal spirits, it erects the 
mind, and makes it nimble,’ Lemnuus, zwstit. cap. 44. 
This it will effect in the most dull, severe and sorrowful 
souls, ‘ expel grief with mirth, and if there be any clouds, 
dust, or dregs of cares yet lurking in our thoughts, most 
powerfully it wipes them away,’ Salisbur. Jo/it, lid. 1. 
cap. 6. . . . metus enim mortis, as Consorinus in- 
formeth us, musica dehellitur [Even the fear of death is 
driven away by music].” To these opinions we may add 
that of a writer in a recent number of the Lancet, who 
calls music “a mental tonic,” and “one of those in- 
tangible but effective aids of medicine which exert their 
healthful properties through the nervous system”; and 
thinks that ‘‘ we may naturally expect it to exert its powers 
chiefly in those diseases, or aspects of diseases, which 
are due to morbid nervous action.” 

None of these utterances is of a kind that adds 
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dignity to the art or is likely to satisfy the lover of it. 
But if they lack subtlety and fail to penetrate beyond 
the elementary part of the question, they show at least 
that music is largely believed to have the power of lulling 
the disturbed mind. An equally imposing body of opinion 
might be cited in proof of its power of exciting the 
emotions. But why collect the opinions of authorities in 
a matter where our own experiences furnish all the in- 
formation we require? Many, however, experience 
unconsciously, and I would advise such to experiment 
upon themselves with Liszt’s Consolations. 1 would give 
the same advice to those who, whilst acknowledging 
certain rudimentary physical powers in music, doubt its 
higher spiritual ones. 

The first of the six Comsolations begins with a phrase 
of four bars. Out of one or rather two motives of this 
phrase the whole little piece is woven, The player seems 
to let his fingers wander unconsciously over the keyboard. 
Indeed, we have here not so much a set composition as a 
sweet, melodious sighing of a devout, longing heart. 
Note as characteristic of the mood the syncopations, the 
fragmentary aspiring melodic phrases, the abrupt modula- 
tions, and the voluptuously bewildering, intoxicating dis- 
sonances, more especially of the last five bars. Does this 
Andante con moto not seize upon you like a spell? 

Whereas in the first Consolation we have a whole made 
up of fragments, the second presents itself as a continuous 
flow of melody. Also the accompaniment is flowing, with 
only here and there a piquant hesitation in its continuity. 
The expression and the feeling expressed are simple, even 
naive, gentle, and tender. The form is in accordance 
with the simplicity of the feeling and expression. The 
first eight bars bring the theme. This is then repeated 
more emphatically, with this difference, however, that in 
the sixth bar its course is turned by a modulation from 
EtoC major. After a repetition of the last two bars in 
the same key, but an octave lower, the second half of the 
reinforced theme is resumed and this time carried through 
on the original lines. Two repetitions of the last two 
bars, the last bar at the second repetition prolonged to 
four, conclude the first section. The second section 
consists of no more than eight bars, in fact, is only a 
short anxious pause in the even flow of melody and 
feeling. It leads to a recurrence of the first section, if I 
may call that a recurrence which is so greatly and 
variously modified. The melody, now in B major, appears 
first, instead of at the top, in the middle ; soon after it is 
divided between the two hands in different octaves, farther 
on it reappears in the original guise, and finally returns 
to and concludes in the principal key. 

In the ¢emfo indication, Lento placido, which heads 
No. 3 of the Consolations, we find the word that probably 
describes better than any other single word the character 
of the piece. Nevertheless it does not at all describe this 
clear, broad, light-winged melody soaring in ethereal 
regions. Peace and serenity speak out of every bar. It 
moves at a height where the mundane cares and suffer- 
ings are only dimly remembered as something ex- 
traneous. The ceaselessly waving accompaniment enables 
us to measure this height, for, though airy, it belongs to 
the grosser atmosphere. But what are words! Only 
musical sounds can make you realise this luminous aérial 
picture. 

Among the consolers of mankind none is more power- 
ful than religion ; and it is the religious aspect of con- 
solation that is presented in No. 4, Quasi Adagio, 
cantabile con divoziont. No one can doubt the devoutness 
of this prayer, no one help being moved by it to devout- 
ness except the absolutely irreligious. But love, too, is a 
great power. It manifests itself in No. 5, in which an 





innocent heart overflowing with affection seems to give 
expression to the joy and happiness it feels and wishes to 
impart to others. A crystalline purity pervades this piece, 
and at the same time a winning grace and ingenuousness. 
Alas! Entsagen muss der Menschen, entsagen. But 
even in resignation there is sweetness. This we may 
learn from the sensuously luxuriant sixth Consolation, 
this yearning, now pensive, now passionate, after an 
irrecoverable past, this loving dwelling on a loss that 
seemed a blessing, though it might have proved a curse. 

After my remarks.on the second Consolation | have said 
no more about the structure of the pieces, and the reason of 
my not doing so is their simplicity. Much I left unsaid, on 
the other hand, because it is not within the power of 
verbal utterance. Among these omissions I reckon a 
more distinct pointing out of the emotional differentes of 
the six pieces. The differences, however, cannot escape 
the attention of anyone who will give ever so little heed 
to them, and whoever perceives them will feel bound to 
do homage to the power of music. But I hope he will 
also do homage to the composer, who by his Consolations 
has made an invaluable contribution to musical literature. 
They are the work of a true poet and a man of feeling. 
If Liszt had composed nothing else, we should be justified 
in calling him a great composer. Perhaps there are some 
who will tell us that a few short pieces prove nothing. 
To which I would reply : A composition in which all the 
resources of the art are utilised may deceive, not so a 
simple miniature. The real value of a composition lies 
in its genuineness and originality. As Liszt himself has 
said in speaking of Chopin, genius ought to be gauged 
not by quantity but by quality. And he illustrates 
this remark by reference to Larochefoucauld, Petéfi, 
Ubland, Petrarch, Robert Franz, and Franz Schubert. 
Who can for a moment doubt that the last-mentioned 
master would tower above hundreds of composers of 
symphonies, oratorios, and operas, even if he had written 
nothing but songs? What has made Petrarch immortal ? 
His epic poem A/rica or his sonnets ? 

Dulcisonum tristia corda melos reficit. Yes, sweet 
melody refreshes sad hearts, and this is proved by Liszt’s 
Consolations, which remind us of what Burton says of 
music: “In a word, it is so powerful a thing that it 
ravisheth the soul, regina sensuum, the queen of the 
senses, by sweet pleasure (which is a happy cure), and 
corporeal tune purifies our incorporeal soul, sine ore 
loquens, dominatum in animam exercet, and carries it 
beyond itself, helps, elevates, extends it.” 








PORTRAIT SKETCHES FROM THE LIFE. 
Edited by Biographicus Minor. 
V.—CHRISTOPH’ WILLIBALD GLUCK. 
(Continued from page 174.) 

OUR next portraitist is the historian Dr. Charles Burney, 
who visited Vienna in 1772, and thus saw Gluck in the 
fulness of his powers, at the time when the composer was 
writing the work which in 1774 opened the series of his 
great Paris triumphs. The following extracts are from 
the first volume of “The Present State of Music in 
Germany, the Netherlands, and United Provinces” 
{Second Edition ; London: 1775):— 

“ At five o’clock, Lord Stormont’s coach carried Madame 
Thun, his lordship, and myself to the house of the 
Chevalier Gluck, in the Faubourg St. Mark. He is very 
well housed there ; has a pretty garden, and a great 
number of neat and elegantly furnished rooms. He has 
no children ; Madame Gluck, and his niece, who lives 
with him, came to receive us at the door, as well as the 
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veteran composer himself. He is much pitted with the 
small-pox, and very coarse in figure and look, but was 
soon got into good humour; and he talked, sang, and 
played, Madame Thun observed, more than ever she 
knew him at any one time. 

“ He began, upon a very bad harpsichord, by accom- 
panying his niece, who is but thirteen years old, in two of 
the capital scenes of his own famous opera of Adceste. 
She has a powerful and well-toned voice, and sang with 
infinite taste, feeling, expression, and even execution. 
After these two scenes from A/ceste, she sang several 
others, by different composers, and in different styles, 
particularly by Traetta. 

“ When she [Mademoiselle Gluck] had done, her uncle 
was prevailed upon to sing himself; and, with as little 
voice as possible, he contrived to entertain, and even 
delight the company, in a very high degree ; for, with the 
richness of accompaniment, the energy and vehemence of 
his manner in the a//egros, and his judicious expression 
in the slow movements, he so well compensated for the 
want of voice, that it was a defect which was soon 
entirely forgotten. 

“He was so good-humoured as to perform almost his 
whole opera of A/ceste, many admirable things in a still 
later opera of his, called Paride ed Elena, and in a French 
opera, from Racine’s /phigénie, which he has just com- 
posed. This last, though he had not as yet committed a 
note of it to paper, was so well digested in his head, and 
his retention is so wonderful, that he: sang it nearly from 
the beginning to the end with as much readiness as if he 
had had a fair score before him. 

“ His invention is, I believe, unequalled by any other 
composer who now lives, or has ever existed, particularly 
in dramatic painting and theatrical effects. He studies 
a poem a long time before he thinks of setting it. He 
considers well the relation which each part bears to the 
whole, the general cast of each character, and aspires 
more at satisfying the mind than flattering the ear. This 
is not only being a friend to poetry, but a poet himself, 
and if he had language sufficient, of any other kind than 
that of sound, in which to express his ideas, I am certain 
he would be ¢ great poet ; as it is, music, in his hands, is 
a most copious, nervous, elegant, and expressive language. 
It seldom happens that a single air of his operas can be 
taken out of its niche, and sung singly with much effect ; 
the whole is a chain, of which a detached single link is 
but of small importaice. 

“Tf it be possible for the partisans of old French music 
to hear any other than that of Lulli and Rameau with 
pleasure, it must be M. Gluck’s /phigénze, in which he 
has so far accommodated himself to the national taste, 
style, and language, as frequently to imitate and adopt 
them. The chief obstacles to his fame, perhaps, among 
his contracted judges, but which will be most acceptable 
to others, is that there is frequently me/ody, and always 
measure, in his music, though set to French words, and 
for a sertous French opera. 

“T reminded M. Gluck of his air, “ Rasserena il Mesto 
Ciglio,” which was in such great favour in England so 
long ago as the year 1745, and prevailed upon him, not 
only to sing that, but several others of his first and most 
favourite airs.. He told me that he owed entirely to 
England the study of nature in his dramatic compositions. 
He went thither at a very disadvantageous period. 
Handel was then so high in fame that no one would 
willingly listen to any other than to his compositions. 
The rebellion broke out ; all foreigners were regarded as 
dangerous to the State ; the Opera House was shut up 
by order of the Lord Chamberlain, and it was with great 
difficulty and address that Lord Middlesex obtained per- 


mission to open it again with a temporary and political 
performance, La Caduta de’ Giganti. This Gluck worked 
upon with fear and trembling, not only on account of the 
few friends he had in England, but from an apprehension 
of riot and popular fury at the opening of a theatre in 
which none but foreigners and Papists were employed. 

“He then studied the English taste, remarked par- 
ticularly what the audience seemed most to feel, and 
finding that plainness and simplicity had the greatest 
effect upon them, he has, ever since that time, endeavoured 
to write for the voice more in the natural tones of the 
affections and passions, than to flatter the lovers of deep 
science or difficult execution ; and it may be remarked 
that most of his airs in Orfeo are as plain and simple as 
English ballads, and the additions that were made to it 
when first performed in England, by Messrs. Bach and 
Guglielmi, were of so different a texture, though excellent 
in another way, that they destroyed the wazty of style and 
characteristic simplicity for which, when performed at 
Vienna, this production was so much admired. 

“The musical party which dined to-day at Lord 
Stormont’s was select and in the highest degree enter- 
taining and pleasing. It consisted of the Prince Ponia- 
towski, the Duke of Braganza, the Portuguese Minister, 
Count and Countess Thun, M. L’Augier, the Chevalier, 
Madame and Mademoiselle Gluck, the Abate Costa, &c. 

“T sat between this Abate and the Chevalier Gluck 
during dinner, and we all three talked more than we ate. 
Gluck recounted to me the difficulties he had met with 
in disciplining the band, both of vocal and instrumental 
performers, at the rehearsals of Orfeo, which was the first 
of his operas that was truly dramatic; and even after it 
had succeeded with the public, at the coronation of the 
present Emperor as King of the Romans, upon which 
occasion it was first performed, the Empress-Queen did 
not like it ; however, hearing every one speak favourably 
of it at Court, and finding it the general topic of conver- 
sation, she determined to give it a second hearing, after 
which her Imperial Majesty expressed her approbation of 
this opera by sending the poet Calsabigi a diamond ring, 
and Gluck a rich purse lined with a hundred ducats, 

“A few years since a comic opera of Gluck’s was 
performed at the Elector Palatine’s theatre at Schwetz- 
ingen ; his Electoral Highness was much struck with the 
music, and. inquired who had composed it, and upon 
being informed that it was the production of an honest 
German who loved old hock, ‘I think,’ says the Elector, 
‘he deserves to be made drunk for his trouble ;’ and 
ordered him a tun, not indeed quite so big as that at 
Heidelberg, but a very large one, and full of excellent 
wine. 

“At length the company, which was now much in- 
creased, became impatient to hear Mademoiselle Gluck 
sing, which she did, sometimes with her uncle’s accom- 
paniment on the harpsichord only, and sometimes with 
more instruments, in so exquisite a manner, that I could 
not conceive it possible for any vocal performance to be 
more perfect. She executed admirably several entire 
scenes in her uncle’s operas, of which the music was so 
truly dramatic, picturesque, and well-expressed, that, if 
my conjecture be admissibie of the first vocal music being 
the voice of passion and cry of nature, the Chevalier 
Gluck’s compositions, and his niece’s performance, 
entirely fulfil that idea.” 

Whilst Dr. Burney represents Gluck as he was a year 
or two before his Paris triumphs—active, strong, and 
healthy, the observant and literary Prussian Capell- 
meister Johann Friedrich Reichardt, depicts him as he 
was three years after his return from France to Vienna, 





and four years before his death—retired, enfeebled, and 
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ailing. Reichardt’s jottings are to be found in the Leipzig 
Allgemeine Mustkalische Zeitung of October 13th, 1813, 
in one of a series of articles entitled, ‘ Bruchstiicke aus 
Reichardt’s Autobiographie ” (Fragments from Reichardt’s 
Autobiography). The writer’s visit to Vienna took place 
in the summer of 1783 :— 

“The Archduke Maximilian, subsequently Elector of 
Cologne, who joined us, turned the conversation on 
Gluck, whom both seemed to honour as a great tragic 
poet for the stage. But the Emperor thought that this 
and that was not quite as it should be in Gluck’s operas. 
He spoke, nevertheless, with just displeasure of the sins 
of the Berlin critics as regards this great theatrical com- 
poser, and Reichardt, to the other’s no small astonish- 
ment, most cordially agreed with him. The Emperor 
also spoke of Gluck’s enormous fire and obstinacy in the 
conducting of his operas, and related very amusingly 
many comical scenes : how once at an opera representa- 
tion he had crept below the desks to a double-bass player 
who was going astray, and had not heeded the master’s 
sign and call, and pinched his calves so severely that he 
cried out, and threw down the great instrument, making 
a great noise. Another time the trumpeters did not blow 
in a martial combat loud enough to please him, and 
Gluck cried out at last as loud as he could, ‘ More 
brass! more brass!’ They were to blow more 
ringingly. 

“The greatest advantage to Reichardt of this sojourn 
in Vienna was his personal acquaintance with Gluck, 
who received him with great kindness and friendliness at 
his country house, a mile from the town. Reichardt was 
announced, and invited by him to dinner and supper. 
When he appeared, the tall, old, and very stately man 
came towards him, surrounded by his family, in a grey 
coat, embroidered with silver, and in full dress, and 
received the young Capellmeister, who came in his 
travelling garb, with more dignity and splendour than the 
latter had expected. They soon seated themselves at the 
table, which was very handsomely served, but at which 
the hero, weakened by apoplexy, under the strict super- 
vision of his careful wife, had to be more temperate than 
seemed agreeable to him. Meanwhile, the conversation 
became and continued cheerful and interesting. The 
lady of the house, who was very intelligent, and in many 
respects well-informed, and a family abbé, who attended 
to Gluck’s correspondence—Gluck was always a very 
active speculator, so as to utilise and increase his con- 
siderable fortune—took their full share in the conversation. 
First there was much discussion of Klopstock and of the 
Margrave of Baden, at whose house the two great poets 
and artists had learnt to know, love, and admire each 
other. Reichardt, who had known Klopstock very 
intimately from his early youth, and had always remained 
in cordial relations with him, and had also stayed on his 
journey to Italy with Lavater at the Margrave of Baden’s, 
was able to take a lively share in the conversation. He 
also obtained the promise that after dinner he should 
hear some of the music to the Hermannschiacht, unfor- 
tunately never written down, and some compositions to 
odes of Klopstock’s, although the anxious wife protested 
against this very much. As soon as the coffee had been 
drunk, and a short walk taken, Gluck did not fail to seat 
himself at the piano, and sang with a weak and hoarse 
voice, and palsied tongue, accompanying himself with a 
few chords several of these original compositions, to the 
great delight of Reichardt, who also received permission 
from the master to note down one of the odes he had 
heard. Between the songs from the Hermannschlacht, 
Gluck several times imitated the sound of horns, and the 
cry of the combatants behind their shields ; once he also 








interrupted himself to say that he must first of all invent 
for the songs a special instrument. ° 

“Tt is very difficult to give a clear idea of these songs 
[Gesdnge] after this performance: they seemed to be 
almost entirely declamatory, only very rarely melodical. 
It is certainly an irreparable loss that the artist never 
noted them down, people could have certainly thereby 
perceived in the surest manner the peculiar genius of the 
great man, as in them he did not confine himself in the 
least to any conventional requirement of the modern 
stage and singers, but followed his genius quite freely, 
fully penetrated by the same spirit that animated the 
great poet. 

“In the room hung the beautiful, life-size oil-painting 


by Duplessis in Paris, which represents so beautifully 


and truly the inspired artist at the piano, heaven in his 
eye, and all love and kindness on his lips. 

‘In the evening and morning hours Gluck entertained 
the guest alone in his study with his stay and his labours 
in Paris. He knew Paris and the Parisians thoroughly, 
and spoke with genuine irony of how he had treated and 
utilised them in accordance with their narrowness and 
arrogance in his own grand manner. 

“In the lively conversation of the evening, Gluck had 
promised to go the next morning with Reichardt to 
Vienna, and to have dinner with him, to which the latter 
intended to invite also Director Schréder, and the very 
excellent Capellmeister Krause, from Stockholm, so as 
thus to arrange a nice little artistic banquet. This idea 
seemed at once somewhat to alarm the anxious lady of 
the house, and as the husband felt very much exhausted 
the next morning by the preceding unusually lively day, 
on which also walks and drives in his carriage had taken 
place, she carefully prevented it. The two artists parted 
from each other with great warmth of feeling, which 
affected most painfully the traveller, who could not indeed 
hope ever again to see the noble man.” 








ROBERT SCHUMANN IN LEIPZIG, 1837. 


HIS REPORT ON MEYERBEER’S “ HUGUENOTS” AND 
MENDELSSOHN’S “ST, PAUL.” 
(FROM THE “ ZEITSCHRIFT FUR MUSIK,” SEPTEMBER 5TH, 1837.) 
(Translated by B. L.| 
How shall I give expression to all the manifold emotions 
agitating me as I am writing this? I can only compare 
them with those that fill the breast of a youthful and 
spirited warrior who for the first time is drawing his 
sword on a grand occasion. Just as if this little Leipzig, 
where more than one chapter of the world’s history has 
already been written, should be called upon to decide also 
musical questions, it so happened that the two most 
important compositions of modern times were brought 
out here almost simultaneously—namely, Meyerbeer’s 
Huguenots and Mendelssohn’s S¢. Pau’. Where shall 
I begin and where leave off? Any sort of rivalry or 
preference of the one to the other is here out of question. 
Our readers know too well the aims which this journal has 
in view—too well, that wherever Mendelssohn is being 
discussed, there can be no room for Meyerbeer, consider- 
ing how divergent their ways are, and that it is only 
necessary for a characterism of both, to accumulate 
upon the one all that the other is deficient in—save the 
talent which is their joint property. Often one might feel 
inclined to raise one’s hand to the forehead in sheer doubt 
about the reality of things when pondering over Meyer- 
beer’s successes in sober musical Germany, and being told 
by respectable folk—by musicians even—who sympathize 
with the less ostentatious victories of Mendelssohn, that 
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there was “something” in the other one’s music, too. 


Enraptured as was by the grand achievements of 
Madame Schréder-Devrient in Beethoven’s Fidelio, 1, 
for the first time, went to see the Huguenots. Who 
would not feel interest in something new? Who is not 
moved by the charms of hope? Did not Ries write with 
his own hand that many parts in the Huguenots were 
worthy of a place by the side of Beethoven! But what 
did others say? What say I? The truth is I almost 
followed Florestan’s example, when he from his place at 
the opera shook his clenched fist, protesting that on hear- 
ing Crociato he “placed Meyerbeer with the artists, 
yet Robert le Diable caused him to waver, but now, 
after hearing his Huguenots, he would simply count him 
with Franconi’s circus people.’ We felt as on the 
defensive, so great became our aversion, which I cannot 
describe, and we were fired and upset from pure anger. 
After several hearings the piece showed some redeeming 
features, but this could not alter our verdict, and if any 
one dared to place the Huguenots on a par with Fidelio 
or such like works, I should continually call out to him 
that he knew nothing, absolutely nothing. Not that I 
should try to convert such a one, for that would be a 
hopeless task. A witty writer passed a characteristic 
judgment on both the music and the plot, when he said 
that they hailed either from the Church or from the orgies 
of Saturn. 1 am not a moralist, but a good Protestant 
must be shocked to hear the hymn dearest to his heart 
rattled off on the boards, and to see the most sanguinary 
parts in the history of his religion degraded to the level 
of a country fair, from motives of money-making and 
puffing. The ridiculously low manner in which blasphemy 
and cant assert themselves from beginning to end, at 
which our own death, too, is predicted, needs no further 
comment than the quotation of the concluding words, viz. : 


* Par le fer et l’incendie 
Exterminons la race impie 
Frappons, poursuivons l’hérétique ! 
Dieu le veut, Dieu veut le sang, 
Oui, Dieu veut le sang !” 


After what we see in the Huguenots, nothing remains 
but straightway to make the stage the place of execution 
for criminals and a platform for the exhibition of frail 
daughters of Eve. These things should be well 
considered, and the question of “ where will all this end” 
be put betimes. In the first act a bacchanalian 
feast by a body of men and only one woman, who, 
cunningly enough, is veiled ; in the second act we have a 
revelry by bathing females, and the appearance of a man, 
blindfolded, for the special delectation of the Parisians ; 
in the third act we see loose and sacred tendencies 
strangely mixed ; in the fourth, preparations are made for 
the massacre which the cathedral is the scene of in the 
fifth act. Debauchery, murder, and cant—this is all that 
meets us in the Huguenots / In vain you would try to 
discover a chaste idea followed up, and just as bootless 
would be the attempt to find a vein of genuine Christian 
sentiment in this piece. There is mannerism, deception, 
and hypocrisy at every turn. And then those heroes and 
heroines! All of them, save Marcel and St. Bris, perish 
most miserably. Nevers, a thorough French profligate, 
falls in love with Valentine, then gives her up, and finally 
makes her his wife. Valentine herself loves Raoul, 
marries Nevers, to whqm she swears an oath of fidelity, 
only to break it when she gets married to Raoul—that 
same Raoul who courts Valentine, shakes her off, gets 
smitten with the Queen, and lastly takes over Valentine 
for good. And then what a queen! The queen of all 
these puppets ! Yes, this French stew is accepted because 





it is imported from Paris, and none of you virtuous 
German girls thinks of hiding her head? All the while 
there is that arch-trickster rubbing his hands with joy! 
For a special critic of his music no amount of books 
would be sufficient—every bar reflects his individuality, 
and invites criticism. To perplex and to tickle, that 1s 
what Meyerbeer chiefly aims at, and the mob is gratified, 
to be sure. As regards the hymn that is interwoven with 
the music, and which was such a surprise for the French, 
I will confess that if any of my pupils were to make use of 
such counterpoint, I could only beg of him to do no worse 
in the future. At the same time clever and shallow, re- 
fined and meaningless, calculated to excite the mob, this 
music is running along, every now and then interpolated 
by Marcel’s cry of “ Eine feste Burg.” 

Much noise is made about the consecration of the 
swords in the fourth act. I will allow that there is con- 
siderable dramatic flourish in this scene, some clever and 
spirited situations, and the chorus particularly is very 
effective ; here the plot, the scenery, and the instrumenta- 
tion reach their climax, and since the horrible is 
Meyerbeer’s element, he evidently puts all his passion 
and fire into this scene. If, however, it is looked at from 
a musical point, what else do you find than a polished- 
up “ Marseillaise”? Is it really art to produce such 
effects in a situation like this and by such extreme 
means? I do not blame any one for using, at the proper 
place, every available expedient, but surely there is no 
special reason for glorification if a dozen trombones, 
trumpets, and other instruments are heard with a 
hundred people singing in unison in the distance. 
And then let me just observe how well this Meyerbeer 
understands his game. A thorough knowledge of his 
audience tells him that continued uproar would fall flat at 
last, so he cleverly gets out of this dilemma by inserting 
between his noisy pieces sober airs to the accompaniment 
of one single instrument, as if he were going to say— 
* Behold, you Germans, how great my art is in thundering 
or in whispering!” Unfortunately we are bound to 
acknowledge his talent. Time does not permit me to 
enter into details. Meyerbeer’s tendency towards super- 
ficiality, his extreme lack of originality and style, are as 
well known as his cleverness in the particular line of 
smoothing over, polishing, dramatizing, and instrumen- 
tation, besides which he possesses a large wealth of 
forms. With the utmost facility you can trace Rossini, 
Mczart, Herold, Weber, Bellini, and even Spohr, ay, the 
whole host of composers. His own specialty, on the 
other hand, is that notorious, low-bred rhythm with its 


ominous bleat which runs through nearly every motive of 


this opera. Already I had begun to note down the pages 
where it meets you prominently (for instance, pp. 6, 17, 
59, 68, 77, 100, 117), but I broke otf in disgust. As said 
before, there are also portions of better quality to be met 
with, even some inspirations of a certain loftiness and 
grandeur, which only a blind hatred would deny ; thus 
we are bound to acknowledge the powerful effect of 
Marcel’s battle-song and the loveliness of the airs sung 
by the Page. The greater part of the third act is highly 
interesting, thanks to those lively representaiions of 
popular scenes ; the same may be said of the first part of 
Marcel’s duet with Valentine on account of its striking 
character, also the sextet and the mocking chorus for 
their quaint treatment. The consecration of the swords 
in the fourth act, of which I have spoken already, likewise 


-deserves special mention for its originality, and still more 


so the duet between Raoul and Valentine which follows 
immediately, and presents a picture of musical industry and 
flow of thoughts. But all these things cannot compensate 
for the coarseness, distortion, hypocrisy, immorality, and 
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unmusicalness of the whole. Surely the limits have been 
reached—thank God, no worse could possibly follow, 
unless we were straightways to convert the stage into a 
den for criminals—and so we may cherish the hope that 
the terrible cries of anguish set up by a talent which is 
being tormented by the spirit of the age may be followed 
by better times ! 

Let us now turn, in a few words, to a nobler subject, 
which will bring faith and hope back again and will 
teach you to love mankind; here you will find repose 
as under palm-trees, with a smiling landscape at your 
feet, after your wearisome wanderings. Mendelssohn’s 
St. Paul is a work of purest art, of peace, and of love. 
You would degrade yourself, and do injustice to the com- 
poser, if you were to compare it even distantly with 
Handel’s or Bach’s oratorios. Surely they all have a 
certain conformity, just as sacred music as a whole, or 
churches or the Madonnas of the old masters, but it must 
not be forgotten that both Bach and Handel were 
grown-up men when they composed their immortal works, 
whereas most of Mendelssohn’s compositions were written 
when he was comparatively young. S¢. Paz/, therefore, is 
the work of a master in the prime of life, still in full 
favour with the Graces, and animated by the charms of 
life and future ; a comparison, therefore, cannot well be 
attempted between him and one of those divine masters 
of a more vigorous period who, with a long and holy life 
behind them, soared already above the clouds. i 

The progress of the plot, the way in which the chorale 
is taken up,as in the old oratorios, the division of the chorus 
and of the solo singers into acting and passive groups 
or persons, and then their relative characteristics—all 
this has been repeatedly discussed in these papers, and 
besides we have before this pointed out how the work as 
a whole labours under a disadvantage inasmuch as the 
leading events are all placed in the first part; howa 
secondary actor like Stephen has the preponderance over 
Paul, or at any rate asserts himself at the latter’s ex- 
pense ; how, musically speaking, Saul is more effective as 
a convert than as an apostle; and, finally, that the 
oratorio is too long and that two oratorios might be easily 
made out of it. 

Mendelssohn’s poetical conception of the Saviour’s 
appearance offers an interesting topic for argument on 
questions of art, but I am afraid that speculations 
of this kind would detract from the merits of the 
work and give offence to the composer of one of the most 
beautiful conceptions. I hold that our Maker speaks to 
us in a variety of ways, and to His chosen He reveals 
His will by the help of angels. I further think that an 
artist indicates the proximity of the Lord more poetically 
by means of the heads of cherubs peeping through the 
seam of the clouds than by the figure of an old man or 
the sign of trinity. How can beauty offend where it 
stands in the place of a reality which defies representa- 
tion? Some have ventured to hint that the chorales in 
St, Paul which Mendelssohn surrounded with such beauti- 
ful trimmings have ‘suffered in their original simplicity. 
This looks as if choral music could not just as well 
represent the most glowing veneration as the most 
fervent prayer—as if no variation were possible between 
hymns like “ Wachet auf” and “ Aus tiefer Noth.” Art 
surely has to meet very different claims to those we exact 
from a singing community. And lastly, there are some 
who would not allow to this work the name of a “ Pro- 
testant Oratorio,” but would call it plainly a Concert- 
Oratorio, whereupon a wiseacre proposed the title of 
“Protestant Concert-Oratorio” in order to conciliate 
both sides. , It will be seen that there is room for all sorts 
of suggestions, and we certainly do not intend to cavil at 





an intelligent criticism. On the other hand, there are the 
grand characteristics of this oratorio which no one can 
ignore, viz., its solid structure, its pure Christian senti- 
ment as already observed, the masterly adaptation of music 
to words, the elegance of the vocal parts throughout, 
the happy expression of the sentiments by musical lan- 
guage, the clever distribution of the several characters, 
the grace and freshness animating the whole, the glorious 
instrumentation which presents to us the perfect develop- 
ment of an individual style and a genial use and handling 
of all possible forms of composition, this ought to satisfy 
the most exacting, I think. Only one remark I wish to 
add. Generally speaking, the music of this S¢. Pax/ has 
so clear and popular a flow and impresses itself on the 
mind so easily and durably, that one is led to believe 
that it was the composer’s special intention to exert a 
direct influence on the masses. Praiseworthy as such 
purpose is, one may be permitted to express the appre- 
hension that it might deprive future works of this kind of 
that force and enthusiasm which give their impress to 
the compositions of those who devoted themselves to 
their grand subjects unreservedly, without being influ- 
enced by limits and fetters of any kind. Finally, it must 
be remembered that Beethoven wrote a Christ on the 
Mount of Olives, as also a Missa Solemnis, and we hold, 
therefore, that just as Mendelssohn the youth composed 
an oratorio, so will he also in riper years write one. 
Until then let us be satisfied with this and enjoy it whilst 
studying its beauties. : 

And now, by way of summary, I will give you my 
opinion of the two men who most decisively represent in 
their persons the drift and the confusion of our time. 
despise this glorification of Meyerbeer from the bottom of 
my heart; his Huguenots are the sum total of all the 
infirmities and of the few bright sides of his time. Let. 
us, therefore, venerate and love this Mendelssohn’s 
St. Paul as the precursor of a glowing future, when no 
longer by petty applause, as now, will the laurel-crown be 
bestowed upon a composer, but alone by the merits of his 
works. This is the way to happiness, the other leads to 
evil, and I never before subscribed my name with so firm 
a conviction as in this instance. 

ROBERT SCHUMANN. 








THE PIANOFORTE TEACHER: 


A Collection of Articles intended for Educational purposes, 
CONSISTING OF 
HISTORICAL SKETCHES, ANALYTICAL AND CRITICAL REMARKS, 
ADVICE AS TU THE SELECTION OF CLASSICAL AND MODERN 
PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TO THEIR PERFORMANCE. 


By E. PAUER, 

Principal Professor of Pianoforte at the Royal College of Music, &c. 
AN HISTORICAL SKETCH (continued from page 176). 
Johann Ludwig Dussek (born in 1760 or 1761 at Czaslau, 
Bohemia, died in 1812 at Paris), although a much more 
gifted composer than Clementi, did not extract from his 
rare talent half so splendid a result as Clementi achieved 
with much less natural power. The tendency of Dussek’s 
compositions is rather a sentimental one : true, beautiful, 
noble, and elevated ideas are sometimes to be met with 
in his sonatas, but there occur on the other hand such 
uninteresting passages that the beauty of the preceding 
melody is frequently. forgotten. His sonatas moreover 
are sometimes badly constructed. We have 32 sonatas 
of Dussek, of which 6 are sonatinas, also 12 concertos 
and a great number of variations and smaller pieces. Of 
the sonatas, those in A and G minor, Op. 10; B flat, Op. 
23; Gand C minor, Op. 35; B flat, Op. 39; E flat, Op. 44 
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(called “Les Adieux de Clementi”) ; B flat, Op. 45 ; F sharp 
minor, Op. 61 (called “ Elégie harmonique sur la mort du 
Prince Louis Ferdinand de Prusse, en forme de sonate”) ; 
A flat, Op. 70 (Le Retour & Paris); F minor, Op. 77 
(* L’Invocation,” with the beautiful solo movement) ; and 
F major (“ La Chasse”) are decidedly the best. His con- 
certos are antiquated : a Concerto for two pianos in B flat 
is useful for teaching purposes. Of his smaller pieces, 
“La Consolation,” andante in B flat, Op. 62, and the 
variations on Queen Hortense’s air, “‘ Partant pour la 
Syrie,” are very popular. Besides these, we have a 
quintet, Op. 41 ; a quartet, Op. 56; about 25 trios, and 
almost 50 sonatas for piano and violin. His 12 lessons, 
Op. 16, contain much good material for teaching. 
Dussek’s complete sonatas have been published by Breit- 
kopf and Hirtel, Leipzig, and his 6 sonatinas by Augener 
and Co. (8122). Dussek’s compositions offer very valuable 
materials for educational purposes. He is never vulgar, 
and his passages (technical figures) are everywhere clear, 
and the study of his works is conducive to the forming of 
a quiet hand and fluent execution. 

Of contemporaries must be mentioned : Maria Theresa 
Paradies, born in 1759 at Vienna, where she also died 1824. 
Mozart is said to have written a concerto expressly for 
her. She published four sonatas (1778) at Amsterdam 
and six sonatas (1791) at Paris.* The Dutchman, Anton 
Fodor (1759—1849), who resided at Amsterdam, wrote 
concertos, quartets, trios, sonatas for four and six hands ; 
FJ. Freystadter (1760—1836 ?), from Salzburg (patronised 
by Mozart), concertinos, caprices, fantasias, &c. ; Johann 
Andreas Amon (1763—1825), concertos, trios, sonatas for 
four hands and solo sonatas ; Adalbert Gyrowttz (1763— 
1850), a prolific composer of concertos, almost 80 trios, 
sonatas, &c.; Giuseppe Francesco Pollini (born at Lay- 
bach, Illyria, died at Milan): he wrote eight sonatas, 
toccatas, Op. 31, 50, 56, 67, variations, studies (very in- 
teresting), several duets, two sonatas for two pianos, &c. ; 
Franz Lauska (1764—1825), the teacher of Meyerbeer, 
who composed about 24 solo sonatas, a sonata with 
violoncello, and several duets for four hands. Weber 
dedicated his second sonata (in A flat) to Lauska, who 
was one of the most brilliant executants of his time. A 
very brilliant (in the technical sense) composer was 
Daniel Steibelt (born in 1765 at Berlin, died in 1823 at St. 
Petersburg). He was one of the most celebrated and 
admired pianists of his time, and in 1800 he proved (what 
we at the present time cannot understand) a rival to 
Beethoven. He composed a great deal, but in a highly 
superficial, shallow manner, and thus the result proved 
that of his many works only his 50 Studies (Op. 78) and 
the rondos, “The Storm” and “Le berger et son trou- 
peau,” are known and sometimes used. Of his seven 
concertos, one in E minor is called “ Concerto militaire,” 
with accompaniment of ¢wo orchestras; he composed 
also about 30 trios, 40 to 50 sonatas, fantasias with curious 
titles, like ‘* The Destruction of Moscow,” “ Le rappel de 
Yarmée,” “ La bataille de Gemappe et de Neerwinden,” 
&e. 

STEP V.—DIFFICULT PIECES, 

Thalberg, Sigismund (1812—1871). Andante in D flat. 
Op. 32. Thalberg’s compositions, although lacking 
originality, warmth of feeling, and fascinating charm, are 
always interesting, instructive, and useful from the tech- 
nical point of execution ; indeed, he invented more tech- 
nical figures than any of his contemporaries. The 
andante might be called an academical composition : it 
is correct, dignified, not without a certain nobility of 
style, exceedingly brilliant, and thus very effective. The 


* M.T. Paradies was no relation of the Neapolitan composer, P. Domenico 
Paradies. 








introduction is somewhat long, yet ‘it offers a capital 
study for the left hand on page 2, bar 6, where the triplets 
have to be performed strictly /egato, whilst the thumb 
and first finger hold the melody firmly, and have to pro- 
duce a singing effect. The principal effect of the Pri 
lento (page 4) lies in the chromatic scales, which at times 
sounding like distant thunder, ought again to be thrown 
out with the greatest possible crispness ; the composer’s 
fingering has to be carefully taken, because it is not only 
practical, but also reducing the difficulty ; the performer 
has to play the octaves marked marte//ato (hammered) 
with a stiff arm, whilst those on page 9 demand an execu- 
tion from the wrist. On the whole, much is to be learnt 
from this andante; but the student has to pay great 
attention to the first reading, or rather deciphering, as 
the passages are at times very complicated. 

Rheinberger, Foseph. Toccata inGminor. Op. 12. The 
most celebrated toccatas are certainly those of Seb. Bach, 
Schumann, Czerny, Onslow, Mayer, Clementi: we may 
class Rheinberger’s exceedingly well composed toccata to 
rank with the just mentioned ; for it exhibits on every 
page solidity and conciseness of structure, excellent 
themes, unexceptional thematic work, and the student who 
is fond of earnest and rather intricate work will here enjoy 
a regular feast. The andante molto, quasi adagio, is 
written in the polyphonic style, the imitations have to be 
brought out in a natural—not forced—manner, and a 
certain dignified expression, quietness, and smoothness 
ought to be prevalent : indeed, it should be like a dis- 
course of earnest persons—no passion or excitement are 
here admissible, these will be better applied in the 
allegro con fuoco, which is full of energy and force. The 
entire force of the first chord must be thrown into the 
highest note: of other points necessary for a good and 
effective performance, we mention an almost total absence 
of pedal, for some of the passages are so interwoven that 
the use of the pedal would produce confusion ; another 
point is to observe strict time, and to avoid hurrying and 
a certain nervous excitement. Towards the end an in- 
crease of force will heighten the effect. The toccata is 
difficult—even very difficult—but both teacher and pupil 
will enjoy to occupy themselves with it, for it is a really 
classical piece. 

Scharwenka, Xaver. Op. 42. Second Polonaise in F 
minor. A chivalrous, manly, and noble expression dis- 
tinguishes this beautiful polonaise ; its character is serious 
and dignified, and the rich. chords follow each other in a 
well-chosen succession—the effect increases, and nowhere 
decreases. An excellent contrast is afforded by the softer 
and quieter expression of the part in D flat, which de- 
mands a full yet mellow tone and a more delicate treat- 
ment throughout. The 3rd bar on page 5 must be most 
correctly given, and deserves repeated practice, as it 
leads back to the first part ; any uncertainty or indistinct- 
ness will spoil the otherwise well-planned return. If well 
played, this polonaise is a brilliant and highly effective 
concert- piece. 

Moszkowski, Moritz. Barcarole in G major. Op. 27, 
No. 1. There is decided charm in this elegant and 
effective piece, on which the composer has evidently 
bestowed much care, for it is finished and polished in 
every—if in the smallest—detail. Not even the most ex- 
perienced performer will conquer at once the many intri- 
cate parts ; for the changes of harmony, the interspersed 
runs, shakes, and ornaments, give plenty of employment 
to both hands. Most particular attention must be shown 
to the figures in demisemiquavers on the last page ; these 
ought to run smoothly and evenly, and with perfect deli- 
cacy and ease from the supple fingers. 

Moszkowski, Moritz. Tarantella in G flat. Op. 27, No. 
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2. This tarantella is decidedly one of the most brilliant 
ever written ; it possesses a wonderful life, it rushes along 
with intrepidity and brilliancy, which carries the hearer 
with it. On the other hand, it cannot be denied that it 
taxes the physical powers of the executant to the utmost, 
and that he has—in order to bring the whole to a trium- 
phant close—to husband his strength, and to take great 
care not to overstep the limits of speed; for may it be 
observed that it takes time to perform a certain number 
of notes distinctly, but it also takes time, on the part of 
the listener, to understand such a quantity of notes. 
Moszkowski’s tarantella is one of the most effective con- 
cert-pieces lately written. 

Schumann, Robert. Andante and Variations. Op. 46. 
This is an arrangement for two hands of the justly cele- 
brated duet for two pianos. It is not always easy to find 
a fitting partner for a duet, nor is it easy to find in one 
room two pianos, and for these reasons the arrangement 
will be welcome. May it be mentioned that the original 
has not been altered, not even in a single note, and that 
the effect has not suffered ; the only fault which could be 
found, would be that it is slightly more fatiguing to play 
the solo, as no rests or pauses can be granted in the solo 
arrangement. The beauty of the theme and variations is 
so decided and great that it is entirely superfluous to 
enlarge upon it. 

Schumann, Robert. “ Oriental Pictures.” Op. 66. These 
six pieces were originally composed for four hands, and 
the above is an arrangement for two hands. The beauty 
of the pieces, their romantic charm and poetical feeling, 
have long been acknowledged, and thus the arrangement 
for two hands, which enables one performer to enjoy the 
luxuriant richness of Schumann’s harmonies, cannot fail 
to be otherwise than welcome. 

Schumann, Robert. Op. 44. “In modo d@’ una Marcia ;” 
transcription from his Piano Quintet. This march has 
been a long time since a favourite of the public: the in- 
tensity of its feeling, the delightful suavity of the major 
part, and the wonderful fire and passion of the part in F 
minor belong to the best that Schumann has composed. 

(To Le continued.) 








@ur Magasine of Good Words. 


EVERYTHING begins in the art of tones, as in every 
art, with the senses; but the deginning is not the end.— 
Rochiitz. 

MusIc wakes its own feeling, and feeling wakes thought, 
or rather, when perfected, blossoms into thought, thought 
radiant of music as those lilies that shine phosphorescent 
in the July nights.—George MacDonald. 

THE overseasoned has unfortunately the drawback 
that after it the pure seems to lack something. One gets 
accustomed to everything, at last one comes to regard 
even walking on stilts as a natural gait—//. Hauptmann. 

TASTE very early begins to show itself. But it is at 
first very rude, inaccurate, and confined. It is gradually 
formed, and by slow ‘steps advances towards excellence. 
Every exertion of it, if properly applied, wears off some 
defect, corrects some inaccuracy, strengthens some of its 
principles, or gives it a relish for some new object. Like all 
our other powers, it is subject to the law of hadzt, which is 
the grand, indeed, the only, immediate means of improve- 
ment of every kind, extending its power to all our faculties, 
both of action and perception. Every expedient for 
cultivating either is but a particular species of use and 





exercise, which derives its efficacy solely from the force 
of custom.—A/lexander Gerard. 

I LIKE the aria to be as accurately fitted to a singer as 
a well-made dress.—W. A. Mozart. 

INSPIRATION is nothing without work.—W. M. Hunt. 

THE object of art is to crystallise emotion into thought, 
and then to fix it in form.—F. De/sarte. 

THE bulk of all audiences is ignorant. To develop the 
taste, to make the beautiful generally understood, is a 
difficult thing. But will it be for ever necessary to prime 
the Chinaman with opium because he has got into the 
habit of taking it, and because this consumption is 
advantageous to the retailer ?—W. von Lenz. 

IF there is a natural melody derived from harmony, it 
must be the same for all men, because harmony, having 
its source in nature, is the same in all countries of the 
world. But the tunes and airs of every nation have a 
character peculiar to each, because they have all an 
imitative melody derived from the accents of the lan- 
guage.—/.-/. Rousseau. 

I po not like those whose lives are not in harmony 
with their works.— Schumann. 

FINE Art is that in which the hand, the head, and the 
heart of man go together. . . Thoroughly perfect 
art is that which proceeds from the heart, which involves 
all the noble emotions ; associates with these the head, 
yet as inferior to the heart ; and the hand, yet as inferior 
to the heart and head ; and thus brings out the whole 
man.—Ruskin. l 

Is Mozart, is Raphael popular? And is not the 
relation of the world towards these great fountains of 
overflowing spiritual life like that of some dainty person, 
who is pleased now and then to snatch upa little that 
may for a while afford higher enjoyment?—/. P. 
Eckermann. 

ARTISTS are like generals, of whom some find an army 
ready-made, and therefore win a succession of victories, 
while others are reduced to prove their genius by the 
skilful use of insufficient means. An artist is no more to 
be estimated by counting his successful works than a 
general simply by counting his victories.—/. R. See/ey. 

GOETHE has said that there are three classes of men : 
the first, and lowest, is content if they see something 
going on; the second desires to feel; the third, or 
highest, is not content unless they reflect. 

THE best thing our acquirements teach most of us, is 
how better to appreciate the higher and highest attainable 
degree of them in others. “A little knowledge” is no 
longer “a dangerous thing” but a trustworthy safeguard 
if it makes abundantly clear to us at the same time the 
little way we have as yet travelled.—Z. A. Grodno. 

THE reciprocal civility of authors is one of the most 
risible scenes in the farce of life.—S. Johnson. 








OUR MUSIC PAGES. 


SIGISMOND Noskowsk1’s Les Larmes, No. 1 of Op. 36, — 


Moments mélodiques (Quatre Pieces caractéristigues), is 
distinguished by melodic charm, which lies in the natural, 
graceful flow and touching expressiveness of the canti/ena. 
But the melodic charm, though the chief, is not the only 
charm possessed by Les Larmes, It can boast also of 
interesting harmonies and effective presentation. In 
short, Noskowski proves himself in every respect a 
genuine musician, one who writes with the heart as well 
as with the pen. The reader will find a notice of the 
whole ofus in the August number of the MONTHLY 
MUSICAL RECORD, and one of the arrangements of 
the present piece in the review columns of this month, 
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Cnvitions. 


—~— 


Classical Violin Music of Celebrated Masters of the 17th 
and 18th Centuries. Edited and arranged for violin 
and pianoforte by GUSTAV JENSEN. Sonata in E 
minor, by F. H. BARTHELEMON. (Edition No. 7,421; 
net, Is.) London: Augener & Co. 

F. HIPPOLYTE BARTHELEMON is not a violinist and com- 

poser for the instrument of the standing of Corelli, Tartini, 

Nardini, Viotti, and several others; but, though little 

known in our day, he was certainly a man of note and 

noteworthy. Barthélemon was born at Bordeaux in 1741, 

came to England in 1764, was engaged as leader of the 

opera band in 1766, produced dramatic works, an oratorio, 
concertos and duets for violin, string quartets, &c., became 
leader at Vauxhall in 1770, travelled with his wife through 

Germany, Italy, and France in 1776, returned to Eng- 

land late in 1777, and died in 1808. Burney speaks of 

Barthélemon’s “ powerful hand and truly vocal Adagio ;” 

and, when he died, Salomon said that they had lost their 

Corelli, and that there was no one to play those grand 

solos. From Corelli’s to Barthélemon’s compositions is 

a long step—form, style, and technique being greatly 

changed. As to the technique, it is distinguished by 

greater scope, variety, and lightness. The sonata under 
consideration—No. 2 of Op. 1o—consists of an Allegro 

moderato of two parts ($, E minor, G major, E minor), a 

short Romance ; Adagio of two parts (2, E major, B major, 

E major) ; and an A//egro assai of two parts (2, E minor 

—G major, G major—E mffor). Both from the historical 

and zsthetical point of view, both from the violinist’s and 

musician’s standpoint, players and hearers of this com- 
position will find much to interest them, and to admire. 


Sonate Miniature en SOL, pour violon et piano. 
REINECKE. London: Augener & Co. 
THE third of Professor Reinecke’s Miniature Sonatas 
for Violin and Piano is a really delightful composition. 
Fancy and musicianship go here hand in hand, and the 
result may be easily imagined. Nothing dry, nothing 
forced, nothing jejune will be met with in any part of the 
work, First we have a charmingly melodious A//egro 
moderato, preceded by a short introductory Adagio; next 
comes a simple Andante, true and almost religious in 
feeling ; then comes a piquant, canonic Scherzo (Vivace 
ma non troppo); and the conclusion is formed by a 

graceful, flowing Finale (Allegro). 


Par C. 


Deux Duos pour Deux Violons. Par E. THoMas. (Edi- 
tion No. 5,634; net, 1s.) London: Augener & Co. 
Mr. THOMAS’s two duets for two violins will be found 
useful by teachers of the instrument for which they are 
written. Easy, simple, and pleasing, are epithets which 
cannot be withheld from them. A word of warning to 
players : The first movement. of the first duet is by no 
means the most successful movement of the two works. 


The Study of the Viola. By FR. HERMANN. (Edition 
No. 7,6526,; net, 1s. 6d.) London: Augener & Co. 
THE second part of Professor Hermann’s “ Study of the 
Viola” consists of twenty-four exercises which deal with 
intonation, different kinds of bowing, rhythm, semitone 
sliding of the fingers, simultaneous use of one finger on two 
strings, double-stops, shifting, appoggiaturas, mordents, 
nuances, &c. The material furnished in this, as in the 
first part, is excellent ; and what will especially please the 
student is that the twenty-four items are, with a few ex- 





ceptions, not so much dry exercises as interesting pieces. 
The opportunity of increasing the amenities is given by 
an ad libitum second viola part. That the bowing and 
fingering are carefully marked goes without saying. 


Les Larmes. Piéce caractéristique. Op. 36, No. 1. Par 
SIGISMOND NOSKOWSKI. Arrangée pour violon et 
piano et pour violoncelle et piano par lauteur. 
London: Augener & Co. 

LAST month we reviewed the whole of Noskowski’s Op. 
36, Moments mélodiques, in its original form, 7.¢., for 
piano solo, now we have before us No. 1 of these four 
characteristic pieces, arranged for violin and piano and 
for violoncello and piano. These arrangements are pecu- 
liarly appropriate, for the broad melody of Les Larmes, 
touched with sweet melancholy and charged with deep feel- 
ing, yearns as it were fora more singing medium. We 
draw, therefore, the attention of violinists and violoncel- 
lists to these arrangements of Noskowski’s Larghetto 
espressivo. ee 


Chanson sans Paroles, pour piano. 
London : Augener & Co. 


THIS is a pretty piece ; simple in thought and feeling, 
yet not inartistic in construction and presentation. For 


the rest we will let this Song without Words speak for 
itself. aE 


Le Cortége. Scéne de Ballet.. Op. 39, No. 3. Pour piano 
solo. (Edition No. 8,116; net, Is.) et pour piano & 
quatre mains (Edition No. 6,899 ; net, 1s.) Par DEL 
VALLE DE PAz.° London: Augener & Co. 

DEL VALLE DE PAZ’s Corfége is an extended composi- 
tion, orchestral in conception, and full of a stirring, 
festive spirit. It calls up in the mind of the hearer bril- 
liant scenes—a long and varied procession, a motley 
crowd, &c. &c. Each imagination must give its own 
account of the spectacle. No doubt, the orchestra alone 
can do full justice to the composition, but the piano solo 
and piano duet versions, too, can do a bit of conjuring. 


Par H. A. KEYSER. 


Mendelssohn's “ Wedding March” from “A Midsummer 
Nights Dream.” Arranged for two pianos and eight 


hands by E. PAUER. (Edition No. 6,656; net, Is.) 

London: Augener & Co, 
WuaTtT more festive, exalting, and splendidly stately than 
Mendelssohn's “ Wedding March!” What more suit- 
able for an arrangement for eight hands than this vigorous, 
full-toned composition ! But every one knows this as well 
as he knows the thing itself, and therefore we need not 
waste our critical powder. 


Foh. Seb. Bach’s Organ Works. Edited by W. T. BEST 
Nos. 27 and 28. Fugues in C minor and B minor, 
(Edition Nos. 9,847 and 9,848 ; each, net, ts.) Lon- 
don: Augener and Co. 

BOTH fugues are double fugues ; but whereas in the B 

minor fugue, No. 2, the two subjects are introduced 

together, in the C minor fugue, No.: 4, there is first a 

separate exposition of each. These fugues have further 

this in common, that they are both based on matter not 
belonging to Bach ; the former on .a theme of Corelli’s 

(from the second movement of the fourth sonata of Op. 3), 

and the latter on a theme of Legrenzi’s. Professor Spitta 

concludes from the virtuosic cadenza at the end of the 

C minor fugue, and the many closes in the course of it, 

that it is an early work of the year 1708 or 1709. Although 

not among the grandest of Bach’s fugues, the two speci- 
mens in question are full of interest, life, and beauty. 
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Sonata in c minor for the Organ. 
London: Weekes & Co. 
Sonata in C minor for the Organ. By ERNEST BRYSON. 
London: Forsyth Brothers. 
THESE sonatas do their composers great credit, giving 
evidence of estimable acquirements and noble striving. 
Whilst testifying to these excellent qualities, we must not 
omit to point out the deficiencies—the lack of originality, 
imagination, and creative power, especially noticeable in 
the first-named work. In short, our composers have done 
more for their own glory than for the benefit of their 
fellow-men. a 


Glees and Choruses from the works of English composers, 
arranged for female voices. By H. HEALE. Book III. 
(Edition No. 4,303; net, 1s.) London: Augener 
& Co. 

THE editor has succeeded in maintaining in the third 

book the high interest of the first two, a not very difficult 

task in the case of a literature so rich as that of English 
glees. The spirited “ Hark! hark! each Spartan hound,” 
by Sir Henry Bishop, opens the book, and is followed 
by five more items, each excellent in its way—Samuel 

Webbe’s “ As o’er the varied meads I stray,” the Earl of 

Mornington’s “As it fell upon a day,” and Sir H. R. 

Bishop’s “All in the greenwood shade,” “ Hark! hark! 

the voice of the falling flood,” and “ When the moon is 

riding high.” ——_— 

Two Four-Part Songs for Male Voices. By FRANZ 
SCHUBERT. (Edition Nos. 4,883 and 4,884; each, 
net, 4d.) London: Augener & Co. 

THESE two part-songs—“ My Silvan Nest” and “The 

Two Powers ”—testify clearly to the freshness and abund- 

ance of Schubert’s well of melody and harmony. Both 

songs consist of two sections: “‘ My Silvan Nest” of an 

Allegretto (3) and an Andante con moto,a canon (C); 

and “ The Two Powers” of a tender Andantino (8), and 

a fiery Animato (C). The two parts of the latter song 

are, however, not so much sections as distinct pieces, 

respectively entitled “The First Power” and “The 

Second Power.” If you wish to know what powers these 

are, you have only to read the first lines of the poems. 


First Power : 
Love's breath stirs life’s silver stream, 
Softer gliding, swifter flowing. 


Second Power : 

Loving maid and wine-cup joyous, 
For no other gift I pine. 

Life with these is ever glorious, 
Love is charming, great is wine. 


By J. MATTHEWS. 


Original Hymn-Tunes, &c. Composed and arranged, 
with voice-parts complete, for the organ, harmonium, 
or piano. By ROBERT COOPER, London: James 
Burns, 

THE author tells us in the preface that the first twenty 

tunes are selected from a previously published larger 

volume, and that he was induced to make the selection 
and add to it new tunes by the favour with which the 
earlier publication was received, and by the encomiums 
accorded to it. This is very satisfactory to all concerned ; 
but we cannot help being sceptical as to the realisation 
of the author’s hope that his “ Original Hymn-Tunes ” 
will prove “a welcome addition to the hymnody of the 
times.” Snatches of acceptable tunefulness are not absent 
from several of the hymns ; there is, however, hardly one 
which is quite free from melodic and harmonic flaws and 
weaknesses. Many are the chords and progressions of 





chords which even the most indulgent of masters would 
not let pass uncensured. 


The Early English Musical Magazine. London: Samp- 
son Low, Marston, & Co. 

THE first number of this publication that has come under 
our notice is the fourth. It is well printed, pleasantly 
written, and evidently meant for the drawing-room rather 
than for the study. The writers do not go deep, nor do 
they confine themselves to the subject indicated by the 
name of the magazine, as the titles of the articles in the 
present number sufficiently prove : “‘ The Training of the 
Voice,” by W. Offord and G. E, Roberts ; “ The Song of 
the Harper,” by W. St. Chad Boscawen ; “Cold Blows 
the Wind,” by S. Baring Gould ; “Orlando Gibbons” 
and “ Dr. John Blow,” by Fred. Whymper ; “ Pepys and 
Music,” by John Ashton; “Some Old-Time Musical 
Instruments,” by S. O. Lloyd ; ‘German Student Music,” 
by Athol Mayhew; and “Chopin,” by H. Sutherland 
Edwards. The musical supplements consist of Th. 
Ravenscroft’s “‘Canst Thou Love?” Dr. John Blow’s 
“The Old Hundredth” (set as a lesson), Dr. B. Rogers’s 
“Te Deum Patrem,” W. Byrd’s “ Non Nobis Domine,” 
and Dr. John Blow’s “It is not that I love you less” 
(arranged by S. O. Lloyd). 








@peras and Concerts, 


THE OPERA SEASON. 

THERE comes a lull in the musical world just now, and we 
‘look before and after,” as Shelley says. We anticipate what 
is likely to be produced in the coming autumn season at the 
theatres in London and speculate on the doings at the provincial 
Festivals, while, on looking back, we review what has taken 
place, considering, with calmer ideas than when the season is at 
its height, what has been accomplished and what influence the 
actual work done may have on musical art. For example, we 
turn first of all to the efforts Sir Augustus Harris has made at 
the Royal Italian Opera, which ended its long and busy season 
on July 27th. We gave some idea of the general results in our 
last number, but the time has come to chronicle them with greater 
definiteness, both with the view of doing justice to the remark- 
able energy Sir Augustus Harris has displayed and at the same 
time commenting on what has been left undone. In the latter 
respect we may find something to regret, but certainly little to 
blame. An operatic manager has so many difficulties to contend 
with, so many. to conciliate, so much to achieve, that he may 
well be excused if he fails to accomplish all that he has promised. 
For instance, Wagner’s Flying Dutchman was a work which 
many anxiously looked forward to, and a fine performance of 
that opera would have been most creditable to the theatre. It 
was actually put in rehearsal, and it is likely enough would have 
been given on the night of the German Emperor’s visit, but the 
silly and irrational attacks of the Parisian press rather ‘‘ de- 
moralised,” as the Americans say, the artists engaged, and it 
was decided to perform a patchwork programme instead of a 
complete work. Some unsatisfactory proceedings also attended 
the promised production of Mr. Isidore de Lara’s Light of Asia, 
which, having been first composed in operatic form, was then 
transformed into an Italian opera. Mr. de Lara met with much 
sympathy, and correspondence on the subject has continued in 
the papers until recently. That M. Maurel should be unwilling 
to appear in the work if he found himself unequal to the task 
was natural, but it was very hard upon a young composer, filled 
with a most laudable ambition, to be thrown over at the last 
moment, after giving him all the trouble and anxiety of re- 
hearsals, and after many announcements had been made and dates 
actually fixed. This, again, was no fault of the management ; 
and if we feel that the French artist was less considerate than he 
might have been to a young composer, we can only hope that 
Mr. de Lara may yet have his opportunity. 
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This is all that need be said in the way of grumbling. We 
will not echo the complaint of those who assail Sir Augustus 
Harris because he has not produced novelties. Everybody 
knows that operas of importance do not appear like mushrooms 
in a single night. Even in the works of great composers we do 
not find that all their operas are successful on representation, 
and the trouble and cost of producing a new opera, unless there 
is almost a certainty that it will succeed, must make a manager 
cautious before he ventures on novelties. What may to some 
extent be called novelties at Covent Garden were Massenet’s 
opera Manon and Verdi’s Ofello. The former was most favour- 
ably received, and will be remembered also as introducing M. 
van Dyck, a tenor of remarkable ability. Verdi’s Ofed/o, the 
latest published opera of the first of Italian composers, attracted 
great attention, and the fine performance of M. Maurel as Iago, 
of M. Jean de Reszke as the Moor, and of Madame Albani as 
the gentle Desdemona, combined with the real beauty and 
dramatic significance of the music, made Ofe//o a very interesting 
vepresentation. There was a fine array of vocalists, Madame 
Albani, Madame Melba, Miss Eames, Madame Tavary, and Mlle. 
Mravina were among the feminine artists, and the brothers De 
Reszke, M. Maurel, and a host of others gave distinction to the 
house. Mile.Giulia Ravogli has sustained the reputation she won 
last season by her charming rendering of Orfeo, and later in the 
season Madame Nordica was welcomed in a revival of Aida, in 
which she sang so well as to make everybody regret that she had 
not appeared earlier. 

Glancing at the operas produced, we find Faust still the most 
popular ; it was performed twelve times. The next in popu- 
larity was Lohengrin, which has vastly advanced in public 
favour ; it was given nine times. Les Huguenots and Roméo et 
Juliette were each pertormed eight times, Carmen seven times, 
Orfeo six times. Five performances each were seen of Don 
Giovanni, Rigoletto, and Tannhiuser, four of Otello, Manon, 
and Zraviata, three of Le Pwophete and Mireille, two of Die 
Meistersinger, Marta, Lucia, Aida, and Mefistofele, and it is 
rather a regretful chronicle we make when we speak of Beet- 
hoven’s Fidelio as being represented but on one occasion. 

Considering the enormous quantity of work done with per- 
formances every night, we may speak in terms of commendation 
of the ensemble ; and an extension of operatic performances was 
made by the appearance of a portion of the company at the 
Grand Theatre, Islington. 

Various other operatic representations have proved attractive, 
although the work of the Royal Italian has absorbed the chief 
interest in operatic representations. At the Lyric’'Theatre Za 
Cigale celebrated its 300th night on the 24th of July, and great 

.Success has attended Sir Arthur Sullivan’s grand opera /vanhoe 
at the Royal English Opera. Mr. D’Oyly Carte has been fortu- 
nate in finding an opera to follow the unique productions of 
Messrs. Gilbert and Sullivan—7he Mautch Girl having proved 
very successful, although in a different and, it must be admitted, 
less original style than the operas which made the Savoy Theatre 
famous. Gay and sparkling music, thoroughly French in style, 
has enlivened A/iss Decima at the Criterion. It will not add to 


M. Audran’s fame, but it is bright, tuneful, and appropriate to |, 


the subject. 


MADAME PATTI’S THEATRE. 


THE most notable event of the month was the opening of 
Madame Patti’s charming operatic theatre which the diva has 
erected at her Welsh castle Craig-y-nos (The Rock of Night). 
Having opened her elegant theatre with great festivities, the 
delightful vocalist took part in an act of La Traviata and the 
garden scene from Gounod’s Faust. A suggestion was made, as 
we learn from friends, that Madame Patti should sing some- 
thing from one of Wagner’s operas, but the diva responded that 
although she was passionately fond of Wagner’s music, it re- 
quired so much physical power to render it adequately, on 
account of its passionate and dramatic character, that she 
reluctantly kept aloof from it, although with the greatest ad- 
miration for the composer. This only shows the good sense of 
the vocalist, who is perfectly aware that force is not her 
specialty. We are also glad to record this, as it disproves the 
Statement we recently saw published that Madame Patti “de- 





spised the composer of Lohengrin.” Madame Patti knows full 
well the limits of her physical strength, and it is careful con- 
sideration of that which has enabled her to preserve the 
beautiful and sympathetic quality of her voice, which has not 
been heard to greater advantage for many a year than in the 
pretty dijou theatre in her own home. Mr. Durward Lely, 
Signor Novara, Madame Valda, Signor Nicolini, dnd other 
excellent artists took part in the operatic programme ; and the 
accomplished actor Mr. William Terriss, who appeared in place 
of Mr. Henry Irving, delivered an address of a complimentary 
and graceful kind. A ball followed the operas, the floor of the 
auditorium being raised to the level of the stage ; and at the close 
of the week there was a matin¢e given for the benefit of visitors 
coming from a distance. It is but just to add that the kind- 
hearted lady, in the midst of these festivities, has remembered 
her poorer neighbours with her usual generous charity; and we 
must also speak of the valuable services rendered by Signor 
Arditi as conductor. 

At this season there is no record to make of concerts. The 
concert-givers have flown to foreign Courts and capitals, the 
concert audiences have gone to the mountains, the moors, and 
the sea, where they get a little more music sometimes than they 
absolutely require, considering its frequently indifferent quality, 
and, speaking of quality, we are not without hope that some day 
the music performed between the acts at the theatres may be 
reformed. At more than one theatre we have heard the same 
stale waltzes and commonplace quadrilles played for months. 
Does it not strike managers and orchestral conductors that there 
may possibly be lovers of music as well as of the drama among 
the audience. No excuse can be made on the score of expense, 
for a simple examination of our lists would prove that the better 
the music the cheaper it is. That excellent musician, M. Carl 


' Armbruster, set the example of giving music of a higher character 


for the entr’actes, and it would be well if others followed his 
example, not only in the quality of the music, but in performing 
something appropriate to the play. The other my at a 
theatre one of Auber’s rattling overtures (which made every- 
body inclined to dance) was given as a prelude to a sombre 
tragic. play. The earliest musical event on a large scale will be 
the opening of Covent Garden for the annual Promenade Con- 
certs, but as these will be of an important and interesting 
kind, they commence a little later than usual this year. It may 
be noted, and with commendation, that the music at the German 
Exhibition, the Naval Exhibition, &c., is very good indeed, and 
forms an attractive feature in the entertainments. All is quiet 
at the Royal College, the Royal Academy of Music, the Guild- 
hall School, and other institutions, where professors and students 
alike are taking their holidays, a pleasant wind-up at the Royal 
Academy of Music being made by the presentation of the prizes 
by H.R H. the Princess Louise ; the popular baritone, Mr.Santley, 
giving them at the London Academy of Music. 








Musical Potes. 


—~— 


THE first performance of Lohengrin at the Paris Opéra 
was to take place on the 30th of August, but will probably 
not come off till some time in the next fortnight. The 
principal interpreters are Mme. Caron (Elsa) and Van 
Dyck (Lohengrin). 

AFTER Lohengrin comes at last the turn of Bourgault- 
Ducoudray’s Zamara. 

THE first items of the programme of the new directors 
of the Opéra are Reyer’s Salammdé, Massenet’s Hérodiade, 
and Wormser’s ballet, Don Quichotte. 

THE Meyerbeer centenary will be celebrated at the 
Opéra ‘by a performance of the 4th and 5th acts of the 
Huguenots, the cathedral act of Le Prophéte, one act of 
L’Africaine and of Robert le Diable, and a “ Triumphal 
March.” The long suppressed ¢ad/eau du bal of the 5th 
act of the Huguenots will on this occasion be included ; 
and the vd/e of Catherine de’ Medici, which had been cut 
out before the first performance, will be re-established. 
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Catherine takes part in the benediction of the daggers, 
The v6/e will be in the hands of Mme. Deschamps-Jehin. 
The idea of inviting the original creators of the principal 
parts in Meyerbeer’s operas to appear once more before 
the public has been given up. 

M. CARVALHO, the director of the Opéra-Comique, has 
been induced by the leaders of the Société des grandes 
Auditions musicales de France to mount this winter 
Berlioz’s Les Troyens. This is a decision. that does 
honour to all concerned. 

THE interpreters of Mascagni’s Cavalleria Rusticana 
(Chevalerie rustigue) at the Opera-Comique will be: 
Miles. Calvé and Villefroy, and MM. Gibert and Bouvet. 
The Vottures versées will be given along with Mascagni’s 
short work. 

A MILITARY pantomime, Cing mois au Soudan, by 
Gugenheim and Lefaure, with pretty music by Paul 
Cressonais, was lately successfully produced at the Arénes 
Pergolése (Paris). 

AT the Paris Hippodrome, the performances of the 
grand pantomime, /eanue d’Arc, with music by Widor, 
have been resumed. 

Le Voyage en Suisse is a three-act piece by Blum and 
Toché, with music by Boullard, which pleases the patrons 
of the Folies-Dramatiques. 

M. POREL, the director of the Paris Odéon, intends to 
mount next season an adaptation of Shakespeare’s Othello, 
by Léon Hennique, with incidental music by Henri 
Maréchal. 

IT is proposed to reconstruct the Eden-Théatre, and 
M. Bertrand will then install in it a ThéAtre-Lyrique, a 
sister-establishment to the Opéra, of which he will shortly 
become the director. 

THE Société des Auteurs has collected from’ March 
1890 to February 1891, the not inconsiderable sum of 
3,292,726 francs of drozts d’auteurs. ; 

PAUL PUGET has completed a four-act opera, Beau- 
coup de bruit pour rien, for which Edouard supplied the 
libretto, taking the subject, and, no doubt, much besides, 
from Shakespeare’s Much Ado about Nothing. 

M. Gounop, who has been seriously ill, is getting 
better, although still weak. 

M. WIDOR went lately to Aix-les-Bains to be present 
at the first performance in that town of Dorchain’s comedy 
Conte a’avril, with his delightful music ; and Massenet 
went there to be present at a performance of his A/anon, 
and to conduct an orchestral concert at the Grand 
Cercle. 

THE premiere of Le Collier de saphirs, a pantomime 
by M. C. Mendés, with music by Gabriel Pierné, took 
place on August roth at Spa, and was much applauded. 

THE festival performances at Bayreuth have come to 
anend. They seem to have given general satisfaction. 
No doubt, there are heard adverse criticisms about this 
and that, but they are neither very damaging nor always 
reasonable. The worst that has been said is that 
Tannhduser is out of place at Bayreuth, and ought to 
have been left to the regular theatres. Moreover, it was 
found that the later version of the Venusberg scene is out 
of keeping with the rest of the work in style and propor- 
tion.’ The parts were distributed in the three works 
performed as follows :—The Landgraf (Déring) ; Tann- 
hiaiuser (Alvary and Van Dyck); Wolfram (Reichmann 
and Scheidemantel) ; Walther (Griining); Biterolf (Liepe); 
Heinrich (Zeller) ; Reimar (Schlosser) ; Elisabeth (Mlle. 
de Ahna) ; Venus (Mmes: Meilhac and Sucher); Shepherd 
(Mile. Miller) ; Tristan (Alvary) ; Marke (Wiegand); Kur- 
venal (Planck); Isolde (Mme. Sucher) ; Brangiine (Mme. 
Staudigl) ; Parsifal (Van Dyck and Grining) ; Gurnemanz 
(Grengg and Wiegand); Amfortas (Reichmann and 





Scheidemantel) ; Klingsor (Fuchs and Planck); Kundry 
(Mmes. Meilhac and Materna). Among the new per- 
formers at this festival the soprano Meilhac and the tenor 
Griining have received enthusiatic praise, especially the 
former. The choruses in Zannhiiuser were sung by 38 
women and 34 men, and the ballet was danced by 
34 women and 30 men, exclusive of three female and two 
male solo dancers. The flower-maidens in Parsifal 
numbered 25. The orchestra consisted of 108 players, 
more than half of whom came from Carlsruhe, Hanover, 
and Meiningen, the rest hailing from Pesth, Amsterdam, 
Washington, Aberdeen, Moscow, &c. Mottl conducted 
Tannhduser and Tristan und Isolde, and Levi Parsifal. 
The first performances of the three works took place 
respectively on July 19th (Parsifa/), 20th (Zristran und 
/solde), and 22nd (Zannhiuser). 

LisztT’s deathday was commemorated at the Bayreuth 
Roman Catholic church by the performance of some of 
his compositions: Psalm 121, v. 1., a posthumous work 
on motives from Parsifal,; Psalm 129, sung by Schmidt- 
Allizar ; Psalm 137, for female chorus, violins, two harps, 
and organ, the soprano solo sung by Mlle. Mulder- 
Utrecht; some sacred male choruses; the Sfosadizio, 
the alto solo sung by Mme. Wirth; and two baritone 
songs with harp accompaniment sung by Huepeden. 

Santa Chiara, the opera by the Duke of Gotha, has 
now also been performed in Berlin (at Kroll’s Theater). 
Although it is not a great work, nor up to date, it was 
well received by the public and the critics. How much 
the popularity and the high station of the author have to 
do with the success, we need not examine. F. von Hol- 
stein’s superior Der Haideschacht, produced about the 
same time and at the same house, was much less 
successful. 

Sir ARTHUR SULLIVAN’s J/vanhoe is to be produced 
at the Berlin Opera House towards the end of the year. 

THE Berlin Opera has acquired the right of first per- 
forming Mascagni’s now finished Friend Fritz for £450. 
This sum is exclusive of the usual ¢amdiémes. 

Le fils perdu, the melodrama by Michel Carée fils, 
with music by André Wormser, has been successfully 
transplanted to Berlin (Wallner's Theater). 

GOLDMARK, who has decided to shorten and revise 
his opera Merlin, has almost rewritten the whole of the 
third act. In this new form the work is to make its 
appearance at Berlin. 

RICHARD GENEE, the successful composer of operettas, 
is at present engaged on a three-act opera, Marg?t, the 
text of which is founded on Ibsen’s Das Fest auy 
Solhang. 

AT the Cologne summer concerts, now under Wiillner’s 


-direction, were recently brought to a hearing Vincent 


d’Indry’s Wallenstein Trilogy (‘‘ Wallenstein’s Camp,” 
“ Max and Thekla,” and “ Wallenstein’s Death”), a new 
symphony by Samuel, the Arcadian Suite by Ph. Schar- 
wenka, piano concertos by Josef Weiss and Ernst Heuser, 
a horn concerto by Richard Strauss, and a serenade for 
violoncello and stringed orchestra by Richard von Perger. 

THE three works by Wagner that were this summer 
performed at Bayreuth, will be repeated next year. This, 
at least, is the report of the Mustkalisches Wochenblate. 

AT the Manzoni Theatre (Rome) a company of children 
has been giving performances of Auber’s Fra Diavolo 
and Rossini’s Barber of Seville. 

HENRI LITOLFF, the pianist, composer, and publisher, 
died at Colombes on the 6th of August. He was born at 
London in 1818, but was not wholly of British extraction, 
his‘ father being an Alsatian and his mother English. 
He wrote many pianoforte compositions, long and short. 
His principal orchestral and stage works are the 
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symphonic concertos, the overture Zes Girondins, and 
the opera Les Zempiliers, which was in recent times 
produced at Brussels and elsewhere. Other operas of 
his are ahel (produced at Baden-Baden), Z’Escadron 


volant de la Reine (Paris, Opéra-Comique), La Boite de , 


Pandore, Heloise et Abélard, La Fiancée du Roi de Garbe 
(Paris, Folies- -Dramatiques), La Belle au bois dormante 
(Paris, Chatelet), and Mandragore (Brussels). _ When 
he died he was busy with the instrumentation of a new 
opera, King Lear. Litolff’s cheap editions of classical 
works are universally known, and have done much for 
the spreading of good music. 

THE much-regretted conductor, Franco Faccio, died on 
July 21st in a private lunatic asylum at Monza. He left a 
fortune of 200,000 francs. 

Dr. ALFRED STELZNER, of Wiesbaden, has invented a 
new instrument, which he calls violotta, It is, as the 
name indicates, a stringed instrument, and as regards 
compass intermediate between viola and_ violoncello. 
The inventor’s aim was the establishment of a real 
quartet of violins, and his wish is that string quartets 
should henceforth be written for violin, viola, violotta, 
and violoncello. Professor Joseph Joachim has tried the 
instrument, praised it, and ordered one for himself. 
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EORGES PFEIFFER’S CGEUVRES CHOISIES 
POUR PIANO. 5. @. 

Mazurka sentimentale. Op. 96 ove 

Valse appassionata. Op. 110 ... mo) om 

Styrienne. Op.112... pas a. ee 

Gigue dans le genre ancien. Op. 7 oe 

. Gigue. Op. 77. angée pour Woosh one mains ... 
Gigue. Op.'77. _ Arrangée pour a iy 7075) «+. 

Mazurka capricciosa. Sp. 114 “ eve ove 

Cing Morceaux mélodieux. Op. 116 

Absence. Op, 11€. No.r ... ove 

Retour. Op. 116. No.2 a oe 

Aspiration. Op. 116. No.3 .. eee 

Agitation. Op.116. No.4 .. - 

Comédie italienne. Op. veh No. 5 

Habanera. Air de Ballet. Op. 129 . 

Vieux Réfrain. Sérénade. Op. 130 ... 


PY YVSVVOVERSY Sm 
WwW RW HDHD OS DUWWAW 
ii clhad tad 5024 


No. IN AUGENER'S EDITION. 


8334 Marine. Fantaisie-Barcarolle pour ge ow ? Xr 

8335 Pantomime. 6 Piéces pour Piano. i, 

783 Quatuoren FA mineur pour sana ie woah Viola et Violoncelle. 
Op. 119 on 

AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, 

Regent Street, W., London 


6275 





LASSISCHE VIOLIN MUSIK BERUHMTER 
MEISTER des 17ten und 18ten Jahrhunderts. 
Nach den Originalwerken fir Violine und Bass (oder den vorhandenen 
Orchesterpartituren) bearbeitet und mit Vortragszeichen versehen 
von GUSTAV JENSEN. 
Francesco Geminiani. Sonate I. (A dur) . 
» IL. (a moll). 
G. B. Somis. Adagio and Allegro ... 
Pietro Nardini. Adagio pret we 
T. B. Senaillé. Aria 
G. Pugnani. Sonate (E dur)... 
1. B, Senaillé. Sonate (Gc dur) 
7406 Arcangelo Corelli. 3 Sonaten (A dur, E moll, £ dur) 
7407 Giuseppe Tartini. 2 Sonaten (G dur and G moll)... 
7403 a - Sonate (C moll) .. net, 
7409 og “a Sonate (c dur) ; Giga (G dur) net, 
7410 Henry Purcell. The Golden Sonata (for two Violins and 
Piano) aa ia $e sae <« Se 
Francesco Geminiani, Sonate VIII. (D moll) .. net, 
Ausgewihlte Sonatensatze _ net, 
L. Borghi. (A dur) ” « eet 


7401 
7402 
7403 


net, © 
net, I 
net, I 
net, 
net, 


7404 
7405, 


7411 
7412 
7413 
7414 
7415 


Sonate Il. 
Sonate IV. 


(G moll) 
Antonio Veracini. 


eee net, 
Sonate (2 Violins, Piano, and ‘Vioton” 
cello ad Jib.) .. ih «a wm 
” Sonate. (A moll) ae net, 
G. Torelli. “Concerto (for two Violins and Piano) net, 
7418 W. <A. Mozart. Andante, Menuetto, and Rondo net, 
7419 Arcangelo Corelli. Follia con Variazioni (D moll) net, x - 
7420 W. A, Mozart. Adagio (Ee dur) ; Rondo tc os net, £ 
7421 F. H. Barthélemon, “Sonate (E moll) net, I 
London: AUGENER & CO., 86, Newgate PR EC.,, and 
1, Foubert’s Place, W. 


7416 
7417 





S. NOSKOWSKI’S 


NEW PIANOFORTE WOoORES 
IN AUGENER'S EDITION. 
8272 DEUX DANSES POLONAISES anata enee 
et Mazourka). Op. 23bis 
IMAGES. 6 Morceaux caractéristiques. “Op. 27:— 
Cah, I. (A l'improviste, Picador, Monologue) 
Cah. II. (Cracovienne, Idylle, Zingaresca) ... eve 
“IMPRESSIONS.” 4 Piéces caractéristiques. Op. 29. (En 
Automne, Espiégle, Dumka, Cracovienne gracieuse) net 
CHANSONS ET DANSES CRACOVIENNES. Op. 31. net 2 
TROIS PIECES. Op. 3s. 
dolente) one se oe june 
MOMENTS MELO! DIQUES. 4 Piéces caractéristiques. 
Op. 36. (Les Larmes, Gondoliera, Chanson mélancolique, 
Sérénade du Printemps) .. net 


London: AUGENER & CO., 86, Newgate Suse E.C., 
and 1, Foubert's t's Place, Regent Sureet, w. 


ELODIC STUDIES progressively arranged 

for advancement of technique and style, with special regard to 
Rhythm and Phrasing. (Folio Edition with English Fingering.) Composed 
5. da. 


net 


82734 
82736 


8274 


net 
net 


6276 (Conte d’hiver, Duma et Valse 
net 


6277 


for the Pianoforte by A. LOESCHHORN. 
Book 1. 
ee 2 bea Easy Studies. Op. 192. (Preparatory to Op. w0){5 = — 
” > 


4} s6— 
ee 5.52 Melodic Studies. Op. 193 “6 — 


These works are also published with Continental Fingering, see Augener’s 
Edition, Nos. 6551—6555. 


London: AUGENER & CO., 86, Newgate St.,E.C., & 1, Foubert’s Place, W. 


SYMPHONIES 


ARRANGED FOR 
FLUTE (or VIOLIN), 2 VIOLINS, ALTO, VIOLON- 
CELLO, and ae tac 


Edition GUSTAV. "JENSEN. 
No. 


Jos. Haypn, in D 
in c minor. 
73 W. A. "Mozart, i inc major net 
in A major net 
Ae AUGENER & CO., » 86, Newgate Street, E. C.,, ond 1 1, Foubert’s 





a + net 


- net 
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INSTRUCTIVE SONATINAS AND RONDINOS 


FOR THE PIANOFORTE. 


[September 1, 1891. 





Arranged, Partly Composed, and Fingered (English Fingering), by 


CORNELIUS GURLITT. 


| SECOND STEP (leading from Clementi’s 
first Sonatina in C 
| UP TO THE DEGREE OF DIFFICULTY OF BEETHOVEN, 


FIRST STEP (leading from the easiest 


UP TO THE Bert 4 OF DIFFICULTY OF CLEMENTI'S 
NATINA No. 1, IN C MAJOR). 


Allegro. 











NO a NO. 2, SONATA IN G MAJOR (PAUER’S EDITION, 


« Allegro, ma non > 


























A.—PIANOFORTE SOLO. 
12 ouauh SONATINAS (First Series), Arranged, partly 





d by C. Gurlitt :— 
No, 1. H. ENCKHAUSEN, inC oe 

2. T. HASLINGER, in F 

3. A. E. Mier, inc 
4. A. DiaBELLI, inc .., 
5. 
4. 


’ 


J. Scumitt, in G 

C. GuRLITT, inc w. 
7@— ing .« ove 
8.1. PLEvEL,inc ww 
9. H. WoHLFaAnet, in G 
1o. D. STEIBELT, inc ... 
11. J. WANHAL, in B flat 
12. A. Anpr&, in A minor 


12 RONDINOS (First Series). Arranged 
Gurlitt :— 
No. 1. WANHAL, in F 
2. D. STEIBELT, inc ... 
3. J. Scuitt, inc 
4. A. E. Miccer, in F 
5. GELINECK, in C 
6. C. Czerny, inc 
7 A. Diapeu, inc ... 
8. A. AnpR&, inG 
9. L. Bercer, in F 
1o. T. HASLINGER, in c 
11, BEETHOVEN, in Cc 
12. F. KuHLAu, inG 


B.—PIANOFORTE DUETS (& quatre mains). 


12 PROGRESSIVE SONATINAS (First Series). 
partly composed, and fingered by C. Gurlitt :— 


No. 1. SPAHN, inc ... ove es eee 
ScHMITT, in C 

SPAHN, inG ... 

. Annré, inc .., 

—,inF 

. SCHMITT in D eos 

. GuRLITT, in F ove 

. SCHMITT, in G a 

Gur itt, in A minor 
ENCKHAUSEN, inc. 

. GuRuirt, in F eo 
. Mozart, inG ove ooo 


6 RONDINOS (First Series). 
Gurlitt :-— 
No. 1. J. Scumitt, in p 
2. C, CzerNy, .nc 
3. C. SPAHN, in A ° of 
4 1, Pamven, inG cco es nett 
g A. Drape .. © wi Ha es 
ac. eer inb. 


eSyaverwrn 


er 
BRS» 


Arranged 


fingered by C. 


Arranged, 


























No. 13. T. HAsLinGER, in c 


12 RONDINOS (Second Series). 


6 RONDINOS (Second Series}. 





A.—PIANOFORTE SOLOS. 


12 PROGRESSIVE SONATINAS (Second Series), Arranged, 


partly composed, and fingered by C. Gurlitt :— 
we 3 
. J. B. WANHAL, inc seo ne 6 eee ove ww 3 
. D. Sreise ct, in F 
. L. BERGER, ina 
. J. Scumirt, inc ... 
. M. CLEMENTI, in F 
C, Czerny, in c 
GELINECK, in F 
. A, AnpR&, inG 
. Dussek, in G 
. J. B, WANHAL, inc 
. C. GurRuitT, ina... = is -_ a 
Arrange 
and fingered by C. Gurlitt :— > Bp ee 
. F. Kuntau,inc ... 
. F, Scuusert, in B flat 
. R, ScHuMANN, in G 
. J. L. Dussex, in a 
. J. Haypn, inG 
. C. CZERNY, inc 
19. J. SCHMITT, in ... 
22. X. SCHARWENKA, in C 
21. M. MoszkowskI, in G aa 
a2. A.C. MACKENZIE, Rustic Scene, No. 1. Arr. 
23. C. Guruit, in a. ove 
24. C. GURLITT, in E flat 


B.—PIANOFORTE DUETS. 


12 PROGRESSIVE mr sash Yd (Second Series). Arranged 





partly Pp and fi 
. F. einen GC ice 
. C. GuRLITT, inG .. ose 
. T. Hastincer, in A minor 
. J. Scumitt, in a... 
. E. Ronpg, inc 
. M. CLEMENTI, in F 
. C. REINECKE, in A minor 
. E. Rowpe,inF .. nie 
. J. B. WANHAL, in G 
. A. LogscHHorN, inc 
. C. REINECKE, in E flat ... 

24. A. LoESCHHORN,inF .., 


Arranged and fingered by C. 
Gurlitt — 


No. 7. F. Kuntau, inp minor ... 


8. J. Haypn, in F 

9. C. M. v. Waser, inc 

10. J. L. Nicop#, in A minor... 
tr. D. SCARLATTI, in A minor 
12. M. MoszKowSkI, inA ae 
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SONGS FOR FEMALE VOICES suitable for use in Singing 
Classes. Edited by H. Heale :— 

Series I. 12 Easy Songs by Mozart, Beethoven, Schubert, 
Mendelssohn, Schumann, Moszkowski, Weber, Lindblad, 
and Haydn ... tee. ees eid ae in a et 

8937. Series II. 12 Songs by Nicodé, Mozart, Schubert, Schumann, 
Scharwenka, Moszkowski, Haydn, and Beethoven... net 1 
4264 24 ROUNDS FOR FEMALE VOICES, with Pianoforte 
Accompaniment (ad Zid.) by H. Heale ae ww net r— 
““* Twelve Songs for Female Voices’ \two sets) are a col'ection rom various excellent 
sources, edited by H. Heale, who has drawn largely from classical masters and arranged 
a number of jewels in a convenient casket. The man who wants anything better in the 
way of songs must have a taste too fastidious for this earthly sphere. The same name 
appears also as the com r of ‘ Twenty-tour Rounds tor Feinale Voices,’ set to words 
by our best English vapin with pianoforte accompaniment, An almost obsolete musical 
torm is here pleasantly revived, to the great interest of those for whom the collection is 
intended. The contents of the book are well adapted for use in ladies’ schools.”— 
Datly Telegraph, January 22nd, 1891. 
8952 J. B. WECKERLIN. 6 Little Songs, with Pianoforte Ac- 
companiment, The words by E. M. Traquair net 
8953 —— 6 Chansons dans la forme populaire. /. ... net 


889 ROUNDS FOR SINGING AND DANCING AND 
POPULAR NURSERY RHYMES (Rondes avec Jeux 
et de Petits Chansons traditionnelles), with the original 
French words, an English Translation by E M. Traquair, 
and Pianoforte Accompaniment by Charles Lebouc... net 2 — 


REINECKE. 9 Children’s Songs (after Volkslieder). 
Op. 210. 4to a ods Po dee eee os | oes ¢ 
‘Six Little Songs’ are from the graceful pen ot B. Weckerlin, and can be had 
either with the original French words or an English translation. Nothing could be 
prettier than these little pieces, which have all the daintiness and eri of the best 
French school. Children are studied also in ‘ French Rounds and Nursery Rhymes,’ by 
€, Lebouc, An English translation is supplied, and makes available fur our small 
people a perfect treasury of musical games and ditties, Of this, let parents and 
guardians, to say nothing about teachers, take note. Yet again for the fortunate 
children of our day provision is made by Mr. Reinecke, and no one composes better 
music for youn; ple than he. His ‘Nine Children’s Songs" for voice and piano are 
models of their kind—so tuneful, and so easily, as well as skilfully, accompanied.”—Datly 
Telegraph, January 22nd, 1891. 
ge69 SEYMOUR SMITH. The Fairies’ Festival. A Fairy 
Kindergarten Cantata for Juvenile Performers, wit 
Pianoforte Accompaniment. Vocal Score net 2— 
** Persons on the watch for works +dapted to the capacity of children shou'd not over- 
look Seymour Smith's ‘ The Fairies’ Festf¥al,’ in which, besides an engaging story, there 
is plenty of simple music for soli and two-part chorus."—Daily 7elegraph, January 
aend, 1891, 
CARL REINECKE. Snowdrop and Rosebud. Cantata for 
Female Voices, Soli, and Chorus. Op. 208 :— 
Vocal Score... pain oo a net 
Words and Connecting Text for Recitation... woe =r Nt. 
—— Goodluck and Badluck (Gliickskind und Pechvogel), 
for Female Voices, with pianoforte duet accompaniment. 


VocaL MUSIC. FOR THE YOUNG. 


8936 
7s 


8891 C. 


P. — 

Vocal Score (English and German Words). 4to ~~ we 
Book of Words for performance as a Fairy Opera, in 2 Acts. 

12mo ... ose one oe one pa oe oo. net 
Book of Words for performance as a Fairy Scenic Cantata, 

in 2 Parts, 12mo ... pm ns oes ove oo §= et 
LOUIS DIEHL. The Quarrel of the Flowers. A musical 

recital (in costume) ; the words by the Rev. G. S. Hodges, 

) 4 ae oe pn pad pein ml ne net t 4 

“Carl Reinecke is responsible for a cantata, ‘Snowdrop and Rosebud,” in which 
female voites only are employed. This, with Louis Diehl’s ‘Quarrel of the Flowers,’ 
should be docketed for use at festivals connected with schools in which the upper 


forms are carefully taught both solo and ensemdle singing."—The Daily Telegraph, 
January 22nd, 1&9". 





FOLIO EDITIONS. 


PERLES MUSICALES. 


Recueil de Morceaux de Salon pour le Piano, 


. NOSKOWSKI. Mazourka. Op. 23, No. 2 
. L. SCHYTTE. Berceuse “a. an a ove 
. E. DEL VALLE DE PAZ. Serenatelle alla popolare. Op. 66, 
Sa ee ee ae 
. NOSKOWSKI. Picador. Op. 27. No. 2 
. SCHYTTE. En Aval (Den Fluss hinab) 
» NOSKOWSKI. Monologue. Op. 27, No. 3 ... 
- PAUER. Romance... we eve on eve 
G, PFEIFFER. Le Réve d'Endymion 
g SWAN HENNESSY. Study (Legato) 
to. L,. SCHYTTE. La Nuit. Caprice ... 
11, ADOLF HENSELT. Petite Romance wn 
12, S. NOSKOWSKI. Dumka. Op. 29, No. 3 creo “a 


Turning to Messrs. Au *’s voluminous pianoforte music, we notice, first, a 
collection of * Perles Musicales,” gathered from various y comp s with 
due ion to the requi of amateurs, and issued separately. Some dozen 
numbers are now available, and pianists of moderate acquirements cannot do better than 
secure them all, as representative of the sorceau de saéon in its best form.—7he Daily 
Telegraph, January 22nd, 1291. 


London: AUGENER & co., 86 gee Street, E.C., and 
1, Foubert’s Place, ° ; 


4 
5. 
6. 
7 
8. 
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TWO PIANOS (4 HANDS). 
FOLIO EDITIONS. 


GURLITT, CORNELIUS. Duos progressifs pour 2 Pianos A 4 
mains, C. i— 
Huit Morceaux mélodieux. 
Livre I. (Nos. 1—3) 
II. ( 5, 4—6) 
Ill. ( ,, 7-8) 

Trois Rondos. Op. 175. 
Nos. 1, en ré majeur (D major) 
2, en Mi bémol majeur (8 flat 

3, €n Mi mineur (E minor) .. 
Fantaisie sur un air original. Op. 176 


NICODE, J. L. 
Allegro de Concert de F, Chopin. Op. 46. C. “ ée - 9 


N.B.—For Cheap Volumes of this Class see ‘‘ Augener’s Edition’ 
Catalogue, Class VI. 


London: AUGENER & CO., 86, Newgate Street and 1, Foubert’s Place, 


M USIC FOR 


Op. 174. 





R TWO PIANOFORTES 


(EIGHT HANDS). 
FOLIO EDITIONS. 
CLARK, SCOTSON. Marches arranged 
Marche aux Flambeaux 
Marche Indienne 
Inauguration March 
Marche Militaire 


DORN, EDOUARD. Grande Marche Impériale 
LEE, M. Gavotte de Louis XV. ... 
ROECKEL, J. L. Air du Dauphin 


WAGNER, RICHARD. Marches Favorites, tirées des 
Arrangées par E. Pauer. Oblong :— 
No, 1. Marche de Paix (Friedensmarsch). (Rienzi) 
2. Marche de Guerre (Kriegsmarsch). (Rienzi) 
3. Grande Marche. (Tannhiiuser) pn “is 
4. Marche Religieuse. (Lohengrin) ‘ia daa ‘eal 
5. Marche des Fiangailles. (Lohengrin) oe én ae 
N.B.—For Cheap Volumes of this Class see ‘‘ Augener’s Edition 
Catalogue, Class VII, 


AUGENER & CO., 86, Newgate Street, E.C., & 1, Foubert’s Place, W., 
London. 


N USIC FO 


x 


by F. Hermann :— 


unuwnuwuun 


Opéras. 





PIANOFORTE TRIOS (Six Hanns). 


FOLIO EDITIONS. 
CLARE, HY. ST. Trefoil Leaves. Easy Trios :— 
No. 1. Home, Sweet Home 1 No. 7. St. Patrick’s Day 
2. Annie Laurie I 8. ‘There’s Nae Luck 
Canadian Boat Song 1 g. Ah che la morte... 
Bonnie Breast-Knots 1 to. The Minstrel Boy 
Deh Conte ... I | 11, Garry Owen 
. Evening Bells I 12. O Dolce Concento 
CLARK, SCOTSON. Marche aux Flambeaux, arranged by F. 
Hermann ... oe “se ats oon ove pom ose oe 
CZERNY, CH. Overtures and Rondinos :— 
No 1. Rule Britannia ose 
2. Overture Don Giovanni ... 
Figaro eco 
I Barbieri on 
——  Freischiitz ove 
Tancredi oe i owe “a “ 
Hunting Song (Air de Chasse) ... wd ee po 
8. Air Suisse, Rondino woe oo ee om exe 
GURLITT, CORNELIUS. Six petits morceaux ; arrangés pour 
Piano 4 6 mains :— 
No. 1. Air de Chasse (C. Czerny)... ‘i on 
2. Husarenmarsch (C. Gurlitt) 
3. Le Secret, Intermezzo (L. Gauti-r) 
4 Mazourka(C, M.v. Weber)... os 
5. Gavotte (X, Scharwenka) ... ies _ “a ‘a 
6. Walzer (M. Moszkowski) .. ont ak aa ae 


AUGENER & CO., 86 Newgate Street, and 1 Foubert’s Place London. 


3. 
4 
5. 
6. 
7. 
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Instruective Vocal Works by. LL. Heale. 


IN OOTAVO SHAPE. 





(CLASS SINGING SCHOOL. Compiled by 
H. HEALE:— 


No. 
6793 Complete .. oo ove 
Or in Single Books : 
67934 Book I., with Songs by Reinecke, Kiicken, Weber, Concone, 
&c. Contents :—The Stave, Clefs, &c. The Natural Scale. 
The Notes, Time. Exercises on Time :—Simple Duple Time ; 
Simple Triple Time ; Simple Quadruple Time ; Compound 
Duple Time ; Compound Triple Time ; Compound Quadruple 
Time; Syncopation ; Triplets... 
67936 Book II. Major Scales :—Exercises, Solfeggi, and Songs, by 
Abt, Gurlitt, Reinecke, &c., in all Major Keys, 1 part eve 
6793¢ Book III. Minor Scales : :—Exercises, Solfeggi, and Songs, 
by Beethoven, Concone, Mendelssohn, Schubert, &c., in all 
nor Keys, 1 part ... 
67934 Book IV. Intervals, Chromatic Scale: Exercises, Solfeggi, 
and Songs, by Kiicken, Reissiger &c., in 2 parts. Exercises, 
Solfeggi, Rounds, and Songs, by Abt, "Hayes, Heale, Rossini, 
Weber, &c., in 3 parts. Rounds and Songs, by Purcell, 
Gounod, Heale, &co in 4 parts 2- 
The object ‘of this work is to supply for the use of Singing Classes in 
Schools a text book, containing all that is necessary to impart a thorough 
knowledge of sight- reading and part-singing, and suitable for the most 
elementary as for the most advanced classes, thus obviating the necessity of 
obtaining Exercise Books and mae separately. This has been done 
as concisely as possible, although the nature of the work renders it impossi- 
ble that it should take a very small form. It has therefore been found 
advisable to divide it into four books, to be used consecutively, one re- 
placing the other as the class becomes more advanced,” 
“The attention of class teachers is due to H. Heale's ‘Class- singing School,’ which 
abounds in graduated exercises and pieces for practice."—Dui/y Telegraph, December 


12, 1888, 
SONGS. 
SONGS FOR THE YOUNG. 24 Songs by Abt, Brahms, 
Taubert, Reinecke, Mendelssohn, Schumann, Spohr, Schu- 
a Gounod, &c., for Treble Voices. Edited by H. 
eale:— 
8931 Staff Notation, with Pianoforte Accompaniment. Z. & G... 
8931@_ Melody only. Tonic Sol-fa Edition, by W. G. McNaught. E. 
SONGS FOR FEMALE VOICES, ” suitable for use in Singing 
Classes. Edited by H. Heale:— 
8936 Series 1. 12 ) ensy Songs by Mozart, eg arty Schubert, 
1 » Sch M wski, Weber, Lindblad, 
oe Haydn 


8937 Series II. 12 “Songs t by Nicodé, “Mozart, Schubert, Schu- 
mann, Scharwenka, Moszkowski, Haydn, —_ Beethoven... 
4545 HEALE, H. Eight Christmas Carols 


VOCAL DUETS FOR FEMALE VOICES. 
4¢63 BRAGA, The Angels’ Call. Arranged by H. Heale sso 
4oul- 1 a Sag ee and New. 25 Nos., each from 3d. to 

HALK. ber On. Cradle Song. Arranged .. 

GOUNOD. ‘The Bite | Trip. Arranged . 

— The Guardian Angel (L’ tea gardien). Arranged 

— Broken Reeds. ——— ete 

— Serenade. Arranged .. oes +s ooo ig. ose 

HAYDN. Toy Symphony : 

Arranged for two Treble voices, with Pianoforte, 7 Toy Instru- 
ments, and 2 Violins and Bass (ad /i4.), by H. Heale 
wean EAE HL. separately we 
Hunting Song (Pianoforte ad lib. y 

— We'll go a-Maying (Pianoforte ad Hb.) .. 

— The Rovers (Pianoforte ad lib.) ... eee 

— Drifting (Pianoforte ad lid.). 

—— When Golden Stars (Pranoforte ad lib, e ea 

— Behold the Dawn (Pianoforte ad lib.) ... 

— Merrily bounds the Bark. dle sf eo 

— 12 Two-part Songs for Female Voices :— 

40074 = Curious, Thirsty 4007f The Skylark 
-/3 4007g Night ... 

42075 Wale the Greenwood 4007h Cradle Song 

re ee . 4007 Hunting Song... 
4co7e Titania’s Lullaby ow 4007k The Redbreast... 
4-07d Robin Goodfellow... 40077 Fair Daffodils ... 
4007e Mornin ling Song... .. 4co7m The First Swallow 

wo-part Choruses :— 

40084 “The FR tsa «. +/3 | 4008@ Winter .., 
40085 Gentle Spring ... ... -/4 | 4008¢ Up, up, ye Dames 
4oo8¢ The Voice of Spring ... -/3 | 40c8f The Fishers : 

- < — = Songs (Soo or Chorus) = 
40294 e Light of Stars... 4oogd Evening... 

4009 The Rainbow ...  ... -/3 | 4009¢ Echoes ... oe 
4ooge Birds of Passage «+ °/4 | 4009/ The Storm q564 cone 

— Vocal Dance Tunes :— 
go1oa The Skylark. Minuet -/4 | 4010d Spring ishere. Mazurka 
40105 Haste thee, a q4orce May, Queen of Blos- 

Gavotte -/3 soms. Polonaise ... 
gotoc ~The Cuckoo. Waltz... -/3 | 4010f May Day. Tarantelle “6 
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Vocal Duets for Female Voices (continued). 

8972a REINECKE, The Mill (Die Mihle), Arranged 

8972 —— Rataplan (Ratapl lan). Arranged by H. Heale ... aK 
8972c —— Sir Spring’s Concert LEacnngroncert). Arranged ... 
89724 —— Rarcarolle (Das Schifflein), Arranged by H. Heale 
8972e —— Snowwhite (Schneewittchen). Arranged by H. mene ose 
4121 RUBINSTEIN. The Angel (Der Engel) * ove 
— —— Wanderer’s Evening Song oh 

— The Night (Die Nacht) 
fo76 SCHUBERT. —_ ! hark! the Lark. “Arranged . 
4124 SCHUMANN. a Op. 29. (H. Heale) ... oe 
SONGS FOR THI UNG. Revised by H. Heale :— 

89802" ‘I'welve Two-part Song by Abt, Taubert, and Reinecke... 
8979 The sate Tonic Sol-fa Edition. Edited by W. G. McNaught 
89806 Six Two-part Songs by Brahms, Kiicken, and Abt ... 

89796 The same, Tonic Sol-fa Edition. Edited by W. G. McNaught 
seo Six Two-part Songs by Mendelssohn, Rubinstein, and Heale 

679¢ _ Thesame, Tonic Sol-fa Edition. Edited b W. G. McNaught 

Ht TAUBERT. Cradle Song. Arranged by Ht. Heale ... 

8982a —— Good Evening (Guten Abend). ed by H. Heate 
89826 —— Cradle Song (Sonne hat sich mid’ Araiged (H. Heale) 
8982¢e —— The Artful Hedge Sparrows (Vom listigen seeeeetnn). 
41so WEKERLIN. The Daisy. Arranged by H. Heale . 


PART SONGS AND CHORUSES FOR THREE 
FEMALE VOICES. 


4241 BISHOP. Six Rounds, arranged by H. Heale. (1. Thoueh 
from our cheerful home we part; 2. Oh! seize we the 
Moments; 3. The Sun has been long on old Mont Blanc; 
4. Hark! Tis the Indian Drum! 5. When the Wind 
blows; 6. What wak'st thou, Spring?... 

13537 —— Home, Sweet Home, . Heale 

ane HEALE, H. 24 Rounds (Pjanoforte accompaniment ad lib, ). 

Three-Part Songs for the Young, revised by H. ornels — 
8990a_ Book I. By Mendelssohn, Schubert, and Abt... as 

89906 _Book lI. By Mendelssohn, Cherubini, and Heale 

Lullaby our be sung without accompaniment) . 
Evening Bel 
Ho! The Wild Wind 
Sweet Nightingale 
Over the Flowery Meadows 
Blow, gentle Zephyrs ! 
sens Songsters 
errily bounds the bark.” Barcarolle 
Vocal Dance Tunes :— 
Hear how the birds. Minuet 
Sweet May. Gavotte oe 
When the merry Bells ring round, Waltz 
Bird of Night. Mazurka ... 
All hail to thee, thou first of May. Polonaise. 
O Flowers of Spring. Tarantelle ose 
ear Charity (La Carita) by H. Heale .., 
af mt . O Raney bar Ge (An ony Sonnenschein) 
P- 29 le) . 
SONGS FOR. THE YOUNG. Revised and partly arranged 
by H. Heale :— 

89904 Book 1 b i tear sepa Schubert, and Abt... 

89905 Mendelssohn, Heale, and Cherubini os 

4351 wacnitR, "Sprroing Chorus from ‘‘ Der Fliegende Hol- 
linder ” (H. Heale) ist 

4280 —— Steersman’s Song from “Der Fliegende Hollinder®” <2. - 


PART SONGS AND CHORUSES FOR FOUR 
FEMALE VOICES. 
137240 F BRAHMS. Barcarolle_.. 
GOUNOD. The Guardian Angel (L’Ange gardien) E& K. 
HEALE, H. Songs, may be hae: ae Semepeiest - 
The Stag Hunters he a 
The Gondolier... 
Falling Leaves 
Forest Music ... 
A Spring Song eo ose ie 
When Rippling Brooks 
MENDELSSOHN. Motet, “Oo Biest are All Who Seek the 
Living God” (H. Heale)... 
— Chorus, “You S a Snakes,” trom “A Midsummer 
bai od 's Dream” ( eale) 
SCHUBERT, F. The ‘ei is my ‘Shepherd (Psalm xxiii. wa 
— God in Nature (H. Heal le) - 
WAGNER, RICHARD. Bright i is the Morn. knots from 
- Lohengrin. "Arranged by H. Heale, & G. 


rao 04 08 04 P 


PPS. ita~etete 
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» 
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— Song of the Messengers of Peace, bane “ Rienzi.” Ar- 
ranged by H. Heale. £. &G. ae Wa 
CANTATA. 


HEALE, H. The Watersprites. Cantata for Soprano and 
Alto Solo and Chorus of Female vo we siccmaite 
Accompaniment. Vocal Score ... - 


London: AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s ii w. 
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ABECEDARIAN (THE) IN PIANOFORTE 


PLAYING.—Elementary Pianoforte School, arranged in easy steps 


leading from the first beginning up to the degree of ‘difficulty of Clementi’s 
1st Sonatina in c :— 


Part I. 17 Melodious Pianoforte Duets. The Treble (for £ s. a. 
the Pupil) within the enon of = notes, ee 
only used; no rests ... eee 


Part II. 10 Melodious Pianoforte Duets. The Bass (for 
the Pupil) within the compass of five notes. Duets 
1 to 6, only crotchets and no rests. Duets 7 to ae semi- 
breves, minims, and crotchets used... pe ° 


Part III. Introduction to the Rudiments of Music. Daily 
Exercises, Duets within the compass of five notes of 
_ wy 2 Airs and oa (in = — - 
only “ 


Part IV. Daily —— 
Melodies 


o40 


4 erase 7 © a - 


Part V. Daily Exercises, Variations, Airs, Pieces, &c., 
leading up to the ~— ¥ reee of Seay 1st 
Sonatinainc ... <e oe = ' @ 4-4 


AUGENER & CO., 86, Newgate Street, and 1, Foubert’s ci London. 








NEW RE-ARRANGED EDITION. 
‘eas SCHOOL for the PIANOFORTE, 
Selected, Arranged, Revised, and Fingered by E. PAUER. 
First Step. 


Principles and Rules of Music; 13 very easy Studies 
ery Easy Pieces ; 9 National Airs inc major (Treble 


Elementa: 
in Cc major; 10 
clef only). 


Book II. 19 Studies and Scale Exercises; 5 Very Easy Pieces; 12 
Popular National Melodies. 


Boox III. my for Faining Velocity; Melodious Pieces; Italian, 
Russian, and nch Airs, all in the Treble Clef. 


Boox IV. Eeercioss or gaining Velocity ; Tuneful pieces by Gurlitt and 
Hexen ; 8 National Airs in c major and A minor (introducing the Bass 
le 


Boox I. 


Second Step. 


Book V. 24 Preparatory Exercises; Studies of Velocity ; Six Easy Pieces 
y, jos. Boon Volkmann, and Reinecke ; Old Dances by Corelli 


Book VI. Exercises for sopping Velocity; Melodious Pieces by Haydn 
and Volkmann ; Old Dances by Gluck, Handel, Purcell, Lully &c. 


Book VII. Exercises for acquiring Velocity; Easy Lessons by Volkmann 
and Gurlitt ; Musettes by J. S. Bach and Montéclair; Passecailles by 
Handel and Gervais. 

* Third Step. 


Book VIII. Shake Studies by Pauer, Loeschhorn, A. Schmitt; Arpeggio 
Xercises ; y Pieces by Gurlitt, Beethoven, and Schumann ; Classical 
Dances by Mozart, Clementi, Marschner, and Mendelssohn. 


Book IX. Studies by Pauer ; Arpeggio Studies ; Piecés by Gurlitt, Pauer 
and Gade; Classical Dances i 5 yseder and Czerny. : , 


Boox X. Studies ; Pieces by Beethoven, Diabelli, Schumann, and Hummel ; 
Classical Dances by Mozart, Beethoven, and Schubert. 


Fourth Step. 


Book XI. Daily Practice by Cramer; Pieces by Handel, Bach, Dussek, 
Jensen, Clementi, and Gade. 


Boox XII. Studies by Handel and C. P. E. Bach; Pieces by Clementi, 
Jensen, and Kirchner. 

Book XIII. Pieces by Kirnberger, C. P. E. Bach, Schubert, Reinecke, 
and Moszkowski. 
j Price 4s. each Book. 


AUGENER & CO., 86, Newgate Street, E.C. ; 4 ‘and only West End 
‘Address, 1, Foubert’s Place, W 


CVaeiTr’s POEL LAR PIANOFORTE 


The Elements of Music, POO ve i pe -finger Exercises, The Scales, 
6 Melodious and Easy Duets, 20 Popular Melodies and Pieces in c 
major and A minor, Exercises in Double Notes, Scale Exercises in G 
ben jor, & minor, F major and D minor, 27 Popular Melodies in c, G, F, 

E major, and D minor, Grace Notes or Ornaments, Arpeggios, the 
prt and minor scales, 15 Pépular Melodies in various keys. 


80 Folio Pages. 
Complete, in paper cover, 5s. ; bound in boards, 6s. 


AUGENER & CO. Sole Addresses :—86, Newgate Street, E.C.. and 
1, Foubert’sPlace (opposite Conduit Street), W., London. 





EBENEZER PROUT’S 


THEORETICAL WorKS IN AUGENER’S EDITION. 
Demy 8vo. 


Third Edition. 


ARMONY: ITS THEORY AND PRACTICE 


By EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and Composition at the Royal Academy of Music, &c 
Augener’s Edition, No. 9,182. Bound, net, 5s. 


EY TO E. PROUT’S “HARMONY: 
THEORY AND PRACTICE.” 
Augener’s Edition No. 9,182. 








ITS 
Bound, net, 2s. 


DDITIONAL EXERCISES TO E. PROUT’S 
“HARMONY: ITS ‘(THEORY AND PRACTICE.” 
Augener’s Edition, No. 9,1824. Bound, net, 1s. 6d. 


EY TO THE ADDITIONAL EXERCISES 
. TO E. PROUT’S ‘‘ HARMONY.” 
Augener’s Edition, No. 9,182¢c. Bound, net, 2s. 6d. 











Second Edition. 


Coe : STRICT AND FREE. By 
EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and Composition at the Royal Academy of Musu, &c. 


Augener’s Edition, No. 94183. Bound, net, 5s. 


DDITIONAL EXERCISES TO E. PROUT’S 


*“COUNTERPOINT: STRICT AND FREE,” with Melodies 
and Unfigured Basses for Harmonising. 


Augener’s Edition, No. 9,1834. 


In. the Press, 


Epon COUNTERPOINT AND CANON. 


AUGENER & CO., 86, Newgate aves, E.C, ; and 1, Foubert’s Place, W. 
ndon. 


Standard Books in Augener’s Edition, 


CONCISE DICTIONARY OF MUSICAL 
TERMS. To which is prefixed an Introduction to the Elements of 


Music. By FR. NIECKS. 
Augener’s Edition, No. 9,180. Crown 8vo. 


Bound, net, 2s. 6d. 











Bound, net, 2s. 6d. 


NTRODUCTION TO THE ELEMENTS OF 


MUSIC. By FR. NIECKS. 
Augener’s Edition, No. 9,180a. Crown 8vo. 





Bound, net, rs. 


ATECHISM OF MUSICAL INSTRUMENTS 
(Guipe To INSTRUMENTATION). 
By DR. H. RIEMANN. 
Augener’s Edition, No. 9,201, net, 2s. Bound in limp cloth, net, 2s. 6d. 


ATECHISM OF MUSICAL HISTORY. 


By DR. H. RIEMANN. 
Part I. History of Musical Instruments, and History of Tone Systems 
and Notation. 
Augener’s Edition, No. 9,202, net, 2s. Bound in limp cloth, net, 2s. 6d. 
Part II. History of Musical pag with Biographical Notices. 
(/n the Press 


ATECHISM OF MUSIC. 
By J. C. LOBE, 
Translated and Edited by C. Bacue. 
Augener’s Edition, No, 9,178. Crown 8vo. Bound, net, 2s. 


HOUGHTS OF GREAT MUSICIANS. 
Collected by LA MARA. 
Augener’s Edition, No. 9,177. Crown 8vo. Bound, 2s. ; paper, 1s. 


HE GREAT GERMAN COMPOSERS. 
Biographical Notices, with some account of their several Works, 
especially adapted to young _ 
By J. STIELER. 
Augener’s Edition, No. 9,196. Crown 4to. Elegantly bound (with Wood- 




















cuts &c.), net 7s, 6d. 
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IQUARIAN MUSIC. 


214 
are 
SECOND-HAND VOLUMES, 
Some of them only slightly damaged. 
Sold by AUGENER & CO., 86, Newgate Street, London, E.C. 
Sold for cash only. The prices marked are net. No dis-ount. 


PIANO SOLO. 
CHOPIN. Op. 10. Etudes (Peters) ... 
Op. 11. Concerto,E minor .. 
Op. 19. Bolero ... ste 
Op. 44 & 45. Polonaise and Prélude. 
Op. 5«. Impromptu 
10 Waltzes (Pauer). 8vo 
3573-5 CLEMENTI. 12 Sonatinas (Pauer) 
3574 DVORAK. Walzer 
35754,0. ESCHMANN. Selections from ‘the cumpesieions of 
Haydn, Mozart, and Beethoven. Bks. 1. & II. each — 
FELIX. Transcriptions from Operas : — 
3576a-d. Fidelio, Maurer, Stumme, Norma .., 
3576e-g. Sonnambula, Weisse Dame, Lucia 
3576A4-&. Martha, Robert der Teufel, Hugenotten 
3576/-". Don Juan, Figaro, Zauberfléte ... 
35760-g. Lustige Weiber, Barbier, Trovatore . each — 
35767-t. Tannhiuser, Lohengrin, Freischiitz we each — 
GERMAN SONGS. 32 Volkslieder ohne Worte 
GURLITT. Op. 105. Ouverture des Marionettes 
— Op. 113. Mimoses 
—— Op. 127. Petite Suite de Dense 
HAYDN. Pianoforte Works (Pauer). Complete 
HELLER. Op. 78. Promenades d’un solitaire 
KIRCHNER. Mendelssohn. Songs ... os 
KUHLAU. Sonatinen. (B. & H.) ps 
LOESCHHORN. Op. 1c6, No. 18. Sylphide .. » 
MENDELSSOHN, Songs without words. (Pauer) ... 
MOZART. Sonatas, complete. (Pauer.) Folio Edition 
— Pianoforte Works. Vol. II. (Variations, ~~ 8vo 
SCHARWENKA. 16 Polish Dances 
SCHUBERT. Sonatas. 8vo. _— man 
—— TheChildren’s .., ws dso 
3592. SCHUMANN-KIRCHNER. Op. es: Myrthen 
3593 ——— Jugend-album. Op. €8. (Pauer.) 8vo .., oo 
3594@, SULLIVAN. ‘The Musical Library. 2 Vols. each 3 
3595. DEL VALLE DE PAZ. Op. 32. Improvisations ... — 
3596. —— Op. 35. 6 Morceaux de Sulon ins -— «= 


PIANOFORTE STUDIES AND SCHOOLS. 
CLEMENTI-TAUSIG. Gradus ad Parnassum 
— Gradus ad Parnassum. Book I, 

CRAMER. Piano School ... ove 

— Studies. Book IV. ies 
GURLITT. Op.it7. Les preatives Legons one 
— Op. 130. 35 Etudes faciles ove 
—— Op. 132, 24 Etudes mélodiques ..  ... 

3404. KOEHLER. Op.s5o. Les premitres Etudes ... 

3605. —— Répétitions journaliéres 

3606 add —— Etudes sur des mélodies anglaise. 

I & Il. ee +. each 
LOESCHHORN. Ftudes progressives, “Book 7, 
PAUER. New Gradus ad Parnassum. Section L 
WOHLFAHRT. Op. 68. Kindergarten 


PIANO AND VIOLIN. 
BAZZINI. Op. 13. Scherzo variato 
CONTE Duoconcertante ...0 9 ss 
DECKER. Op. 33. Sonate lee ie 
GURLITT. Op. 137. Ouverture. Commedietta 
— Our Favourite Tun-s ... ove ooo 
3615 HAUPTMANN. Op.6. Sonata... .. 
3616a-s. HERMANN-ALBUM. Vols. I., IL:, ILI. 

OLLIVIER. Potpourris :— 

3617a-c. Chansons allemandes, Chansons diverses, Stumme each — 
3617d-e Weisse Dame, Nuit d’été oe each — 
3618. RAFF. Op. 85. 6 Morceaux I 
3619. RIEFSTAHL. Op. 2. Variations beillantes I 
3620. SCHUMANN. Op. 68. Album fcr the Young... I 
3621. —— Album (Op. €8 and 1s) .. i wf 

I 

I 


s. 
Lor 3567. _ 
3568. 
3569. 
3570 
3571. 
3572. 


iKheunsaan 


a 


. each — 
ee each — 
. each — 
. each — 


lo lw tl | 


cceusaabes 


3597- 
3598. 
3599- 
3600, 
360r. 
3602. 
3603. 


” Books 


3607. 
3603. 
3609. 


3610 
3611. 
3612. 
3613. 
3614. 


I 
I 
ow 2 
“ = 
I 
I 


’ . each 


36227,6. SINGELEE. Fantasias: Zama, Don Carlos 
362ac. —— Le Premier jour de bonheur ooo ee 





Antiquarian Music—(continued). 


SONGS. 
3623. BEETHOVEN. 12 Songs of the Season... 
3624. CROSSLEY. 6 Songs eee 
3625. HAYDN. 12 Canvzonets ese 
3626a-e. KREUZ. Songs. Op. 2, 4, 6, 10. 
3627. NICODE. Op. 15. 3 Songs ooo 
3623a,5. PAUER. 62 Volkslieder. Bks. I. & Il. 
3629. ROUNDS, French... 
3630. RUBINSTEIN. Songs (original Edition) 
363’. —— Songs. Bk. III. Transposed Edition 
3632. SACHS, Op. 26. Zigeuner-Ballade. (Mezzo) 
3633. SAUERTEIG. eaemened $e, eae 
3634. —— Traum ... was ios ove ees 
3533 SCHAFFER. Op. on " Stuindchen en es 


For remainder cf Antiquarian Music, see MontTHLY Musica Recorp, 
Nos. 244, 245, 246, 247, and 248, also Catalogue of Antiquarian Music, to be 
had gratis. 


. Bks. i & Il. each 


| 


| 
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. each — 
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AUGENER & CO., 86, New,ate Street, London. 





‘Bebmtmesiie: POUR LE PIANO par 
FRANZ LISZT :— 
Nos. 1 and 2, in & major ... 
3, in D flat 
4, in D flat 
5, in E major ... 
6,in Emajor ... eee 
Or, Complete (Augener’s Edition No. 8, ase) sc. net 
AUGENER & co., 86, Mewgnte Street, and %, Foubert’ s Place, London. 


ROMHILDT PIANOFORTES 


High-Class Instruments used and recommended by 
LISZT. “1am surprised by the full, rich, melodious tone ” 
rt ‘Construction is solid and durable, the touch light 
BULOW. and agreeable.” 
D’ALBERT. “1! can segment them as an excellent manu- 
factur 
Upright Overstrung ome Pianos, from 45 Guineas. 
Horizontal Short Grands, from 75 Guineas. 
Designs in Walnut or Rosewood with Marqueterie. 
Lists AND PROFESSIONAL TERMS ON APPLICATION. 
DEPOT AND OFFICES :— 
H. THIEME, 20, Great Russell Street, London, W.C. 
PACTORY AT WEIMAR. 


MUSIC TEACHERS 


In Churches, Chape's, Day and Sunday Schools, Missions, Temperance 
Societies, &c., are invited to apply for J. CURWEN & SONS’ NEW 
CATALOGUE OF MUSIC for every variety of popular purpose, An 
order for sample copies at half-price is enclosed. Address— 

8 & 9, Warwick Lane, London, E.C. 


RANSLATION.—R. H. LEGGE, late of Leipzig, 


is prepared to translate Theoretical, Historical, or other Musical 
Works from the German. Address—Manor House, Bracondale, Norwich. 











Yu. PSALM, composed by HAMISH MAC- 


CUNN, for the Opening of the Edinburgh International Exhibition. 
Price 1s., net. 


Mertuven, Simpson, & Co., Dundee & Edinburgh. 


REPARATORY SCHOOL OF MUSIC. 


114, Cambridge Street, Warwick Square, S.W. 
Miss O'REILLY, late Student Royal College of Music, and Miss Fz’parp, 
A.R.C.M., prepare STUDENTS in Piano and Theory for the Royal Co!lege 
of Music. ’ Fees, per term, £4 4s. Term begins October 1st. Prospectuses 
on application. 





OTICE TO THE TRADE.—The English 
Copyright of Raff's ‘‘Abends” belongs to Mr. C, F. Peters of 
Leipzig, and the sale of any other Edition of this work is actionable. 
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AUGENER’S HDITION 


OF THE MUSIC 


SELECTED BY THE 


ASSOCIATED BOARD 


The Royal Academy of Music a The Royal College of Music 


LOCAL EXAMINATIONS IN MUSIC. 


1891—1892. 





A.—LOCAL CENTRE EXAMINATIONS. 


JUNIOR GRADE. 
AUGENER’S EDITION, No, 6132. 
CONTENTS : 


STUDIES. 


JOHANN SEBASTIAN BACH. Born arst March, 1685, at 
Eisenach ; died 28th July, 1750, at Leipzig. : 
Two-part Invention, No. 5, in E flat. 
JOHANN BAPTIST CRAMER. Born 24th February, 1771, at 
Mannheim on the Rhine ; died 16th April, 1858, at Kensington | 
(London). 


Study, No. 43, in ¢ major, 


Price 1s., net, 





DANIEL STEIBELT. Born (17—?) at Berlin; died 20th Sep- 
tember, 1823, at St. Petersburg. 
Study in G. Op. 78, No. 10. 
PIECES. 
LUDWIG VAN BEETHOVEN. Born 16th December, 1770, at 
Bonn on the Rhine ; died 26th March, 1827, at Vienna. | 
Bagatelle in G minor. Op. 119, No. 1. | 
HERMANN GOTZ. Born 17th December, 1840, at Kénigsberg 
(Prussia) ; died 3rd December, 1876, at Hottingen, near Ziirich 
(Switzerland). 
Sonatina in F. 


Op. 8, No. 1 ( first movement). | 
ANTON RU®BINSTEIN, Born 30th November, 1830, at Wech- | 


wotynez (Bessarabia). | 
Romanza in E flat. | 


SENIOR GRADE. 
AUGENER’S EDITION, No. 6133. Price 1s., net 
CONTENTS : 


STUDIES. 


IGNAZ MOSCHELES. __ Born 30th May, 1794, at Prague ; died 
roth March, 1870, at Leipzig. . 


Study in E flat. Op. 70, No, 11. 
CARL MAYER. Born atst March, 1799, at Kénigsberg (Prussia) 
died 2nd July, 1862, at Dresden. 
Study in A. Op. 31, No. 4. 
JOHANN SEBASTIAN BACH. Born atst March, 1685, at 
Eisenach ; died 28th July, 1750, at Leipzig. 
Gigue in G, Jrom Partita, No 5, 


PIECES. 
LUDWIG VAN BEETHOVEN. Born 16th December, 1770, at 
Bonn on the Rhine ; died 26th March, 1827, at Vienna. 
Six Variations on an original theme in F. Op. 34. 
FREDERIC CHOPIN. Born 1st March, 1809, at Zelazowa Wola 
(Warsaw) ; died 17th October, 1849, at Paris. 
Mazurka in A flat. Op. 59, No. 2. 
ROBERT SCHUMANN. Born 8th June, 1810, at Zwickau 
(Saxony) ; died 29th July, 1856, at Endenich, near Bonn or 
the Rhine. 


Novellette. Op. 99, No. 9. 


B.—LOCAL SCHOOL EXAMINATIONS. 


LOWER DIVISION. 
AUGENER’S EDITION, No. 6134. Price 1s., net. 
CONTENTS: 


STUDIES. | 

HENRI BERTINI. Born 28th October, 1798, at London ; died | 
1st October, 1876, near Grenoble. 

Study in E flat, Op. 29, No. 5. | 

CARL CZERNY. Born arst February, 1791, at Vienna; died | 


there on rsth July, 1857. 
Study in A flat. Op. 636, No. 20. 


PIECES. | 


WOLFGANG AMADEUS MOZART. Born 27th January, 1756, | 
at Salzburg ; died 5th December, 1791, at Vienna. 
Fantasia, No, 3, in D minor. | 
NIELS W. GADE. Born 22nd February, 1817, at Copenhagen ; | 
died there on 21st December, 1890. | 
Sylphides, in EB major. | 


HIGHER DIVISION. 
AUGENER’S EDITION, No. 6135. Price ts., net, 
CONTENTS : 


STUDIES. 


JOHN BAPTIST CRAMER. Born 24th February, 1771, at 
Mannheim on the Rhine ; died 16th April, 1858, at Kensington 
(London). 


Study in Cc minor, No. 44. 
ALBERT LOSCHHORN. Born 27th June, 1819, at Berlin. 
Study in a flat. Op. 67, No. 12. 


PIECES. 
JOSEPH HAYDN. Born 1st April, 1732, at Rohrau on the 
Leitha ; died 31st May, 1809, at Vienna. 
Sonata in E minor ( first movement). 
MORITZ MOSZKOWSKI. Born 23rd August, 
Breslau. 
Polonaise in B 4at. 


1854, at 


Op. 18, No. 5. 


THE COMPLETE STUDIES AND PIECES OF FACH GRADE OR DIVISION FOR Js., NET. 
Published by AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, W., London. 
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Novelties—(continued). 


INSTRUMENTAL. 


HERMANN, FR. The Study of the Viola (Das 
Studium der Viola—L’Etude de 1’Alto) :— 

75sec PartIII. x12 Easy Exercises and Pieces [rst to 3rd 

Position], after Op. 24, Book 2, with Pianoforte 

accompaniment ad i}, (12 léichte Uebungen und 

Vortragsstiicke [erste bis dritte Lage], nach Op. 

24, Il. mit Begleitung des Pianoforte ad /id;—12 

Exercices et Morceaux faciles [1re, 2de et 3me 

position], d’aprés les “ Etudes spéciales, Op. 24, 

IL.,” avec accompagnement du Piano ad /id.) net 


OUVEAUTES. 
(Nova). 
Le ter Septembre, 1891. 


AUGENER & CO., 86, Newgate Street, E.C., and 
1, Foubert’s Place, W. (opposite Conduit Street), London. 


OVELTIES. 


September rst, 1891. 





Edition PIANOFORTE SOLOS (a2 mains). 5. @. 
KIRCHNER, F. Danse espagnole. Op. 38t ws ue 
TSCHAIKOWSKY, P.  Valse-Scherzo se wo 4— 
PERCIVAL, FRANK. A Wreath of Roses, A Col- 
lection of Favourite Melodies, arranged and 
carefully fingered :— 
Féte des Fées. Crawford .. 
Flag that Braved, Old English air 
Fleurs des Bois. Crawford et 
Fra Diavolo. Auber 
Gavotte. Redhead 
Gavotte de Vestris. Herz 
Gipsy’s Warning. H. A. Coard .. 
Girl I left Behind Me. English Air 
STUDIES AND PIECES, contained in the Syllabus 
of the Associated Board of the Royal Academy of 
Music and the Royal College of Music, for Local 
Examinations in Music, 1891-92. C. :— 
A. Lo¢al Centre Examinations. 
Junior Grade. (Studies by Bach, Cramer, Steibelt ; 
Pieces by Beethoven, Goetz, A. Rubinstein) net Bishop, and Dr, Callcott .. nab <n. .1 ee 
Senior Grade. (Studies by Moscheles, Mayer, J. S. a 
Bach ; Pieces by Beethoven, Chopin, Schumann) STROLLERS’ SOCIETY (Dubiin 
net Quartets for Male Voices :— 
My Silvan Nest. F. Schubert me +s ae 
The Two Powers, F. Schubert i hs a 
Martial Law. A, E. M, Grétr net 
Graces (before and after erect and Musical Cheers. 
H. Macdonnell _... a 


WECKERLIN, J. B. The Dame of the Farm os , 
Fermiere). Song ... 


VOCAL MUSIC. 
eS 


DESSAUER, J. Spring Night 
Song with violoncello obbligato 


HEALE, H. Glees and Choruses from the Works of 
English Composers, arranged for 3 female voices. 
Series I. (to be sung without accompaniment). 
For the purpose of practice an ad 4ib. Pianoforte 
accompaniment is added :— 
6 Glees by Dr. Callcott, Samuel Webbe, Sir 
H. Bishop, and the Earl of Mornington net 
6 Glees by Sir H. Bishop, Dr, Cooke, R. J. S. 
Stevens, M. P. King, and Samuel Webbe net 
6 Glees and Choruses by Sir H. Bishop, Samuel 
Webbe, and the Earl of Mornington ... net 
6 Glees and choruses by Michael Este, Sir H. 


Series of 


B. Local. School Examinations, 
Lower Division. (Studies by Bertini, Czerny ; Pieces 
by Mozart, Gade)... net 
Higher Division. (Studies by Cramer, Loeschhorn ; 
Pieces by Haydn, Moszkowski) _... =o. ae 


PIANOFORTE DUETS (a 4 mains). 
MOZART, W. A. Twelve Grand Symphonies 
(Posthumous Works) arranged by C, Czerny :— 
PEO; MR RMS: yes a Sheet ee oUt 
REINECKE, CARL, 10 Petits Morceaux. Op. 

122 eee ee * tee oe «= RE. 


AUGENER & Co., London: 

City Chief Office: 86, Newgate Street, E.C. 
Only West End Branch: 1, Foubert’s Place, W. 
(opposite Conduit Street). 

All Communications should be addressed as above. Cheques 
and Post Office Orders payable to the order of Augener & Co., and 
to be crossed ‘‘ Central Bank of London.” 


Telegraphic Address—AUGENER, LONDON. 


2 Pianos, 8 Hands. 


MENDELSSOHN-BARTHOLDY, F. March from 
“The Wedding of Camacho.” Transcribed by 
E. Pauer ss seat 


ORGAN, 


BACH, J. S. Organ Works. Edited by W. T. Best. 
Third Series (Oblong folio) :— 
Fugue in G minor oe cu ost ose «= BE 
Fugue in C minor dvs sie aR sos - “ee 
Fugue in B minor ane oe a8 + net 


Fugue in C minor ove <> 
Liszt’s ‘‘ConsoLaTions.” By Fr. Niecks 


VIOLIN AND PIANOFORTE. PorTRAIT SKETCHES FROM THE LiFE, EDITED BY BrocRaPuicus 


Minor. V.—CuristopH WILLIBALD GLUCK (conclusion) 
JENSEN, GUSTAV. Classische Violin Musik be- é ie ‘ 
riihmter Meister des r7ten und 18ten Jahrhunderts Rorert SCHUMANN IN LeipziG, 1837. His Report oN MEvar 


ab nl ‘ BEER’s ‘‘ HUGUENOTS” AND MENDELSssoHn’s “Sr. Pau.” 
nach den Originalwerken bearbeitet und mit Tue Pranororte TEACHER: A COLLECTION oF ARTICLES IN- 
Vortragszeichen versehen :— 


TENDED FOR EDUCATIONAL Purposes, CONSISTING OF Huis- 
G. F. HANDEL. Sonate (A dur) a net TORICAL SKETCHES, ANALYTICAL AND CRITICAL REMARKS, 
— ‘Trois Morceaux caractéristiques. Op. 31. 








‘CONTENTS, 


ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
(Romance, Menuet, Chanson populaire) net 


SONATINES, arrangées en ordre progressif, et en par- 
tie revues et doigtées par Emile Thomas, La par- 
tie du Violon dans la 1re, 2de et 3me position :— 
F. KuHLAv, Sonatine en ut (c) 

. SCHMITT. Sonatine en RE(D) ... 

*, KUHLAU, . Sonatine en LA mineur (A minor) . 
bk ScuHMITT. SonatineenurT(C) .. 





Pisces with REGARD To DIFFICULTY, AND SUGGESTIONS AS 
TO THEIR PERFORMANCE. By E. Paver (continued) .. - 
Our Macazine or Goop Worps .. : ee Fe me 
Our Music Paces: SicGismMonD Noskowsxr' s “Les Larmes,” 
Price CARACTERISTIQUE POUR PIANO ee)" Se 
Reviews oF New Music anp New EpitTions .. de 
Operas AND CONCERTS as oo oe 
Musica NoTEs.. eo 
SEPTEMBER NOVELTIES OF Avcunsn & Co. 








Published by Messrs, Aucener & Co., 86, ms te Street, in the City of London. Printed by Messrs. Casset. & Company, Limited, 
lle Sauvage, Ludgate Hill, London, E.C, 





